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APPENDIX. 


The  reader  is  supposed  to  be  capable  of  performing  elegant  melody ,  particu- 
larly if  he  be  endeavouring  to  acquire  a  knowledge  oi  practical  harmony ; 
therefore  the  superfluous  elements  of  the  former  have  not  swelled  the  size  of 
this  volume,  as  its  title  only  promises  those  essentials  which  will  (it  is  hoped), 
be  of  greater  importance  to  the  student  of  the  latter. 

The  chords  in  Thorough  Bass  being  denoted  by  figures  set  over  or  under 
bass  notes,  what  those  figures  indicate  has  been  preferred  for  the  commence- 
ment of  the  following  instructions. 

The  figures  1,  2,  3,  4,  5,  6,  7,  8,  are  directors  for  the  addition  of  unison, 
second,  third,  fourth,  fifth,  sixth,  seventh,  and  octave  to  a  given  bass  j  all 
of  which  (except  the  first)  are  sounds  more  acute  than  the  said  bass. 

It  has  appeared  extraordinary  to  many,  that  the  unison,  being  the  self- 
same tone,  should  be  designated  by  1,  as  2,  3,  4,  5,  6,  7,  and  8,  are  eleva- 
tions by  degrees,  on  which  account  they  are  in  many  works  called  steps : 
architects  and  musicians  number  their  scales  differently,  as  the  former's  Jirst 
step  is  an  elevation. 

However,  we  will  suppose  musical  intervals  to  be  spacets  between  two 
sounds,  although  the.  counting  of  them  has  been  productive  of  as  much  al- 
tercation, as  "  whether  the  first  day  of  the  year  1800  was  the  commence- 
ment of  the  present  century !"  We  must  use  part  of  the  terms  which  inge- 
nious harmonists  have  established,  though,  perhaps,  others  more  proper 
might  be  sometimes  invented. 

Here  follows  the  notation  of  the  abovementioned  intervals,  in  the  natural 


key  of  C,  with  a  major  3rd.  '  fi~f~f^ 


Unison,   2d    3d    4th  5th  6th  7th  8th  or  octave. 


The  five  horizontal  lines  are,  by  all  writers,  but  — 
by  very  few  practitioners,  collectively  called  a     V  ^j~^?"»5^^yT~r: 


staff,  for  which  the  readers  of  old  books  will  find  ^  "  sa  3d  4th  567  sth 
stave.    Although  these  latter  eight  notes  (being 


in  the  treble  staff)  are  an  octave  higher  than  the     ^  —t— t_p3?^3Efr(?rz 
former  eight  on  the  bass  staff,  they  are  still  called  unison  2d,  3d,  4th,  5th, 
6th,  7th,  Sth,  and  more  frequently  used  as  such  in  thorough  bass,  than  the 
real  distances.  - 


2- 


C,  E,  and  G,  (played  or  sung  at  the  same  instant,)  produce  ^.  

that  concord  of  sweet  sounds,  called  in  England  the  com- 
mon chord,  with  its  Sd  major. 

But  concords  with  four  sounds  will  be  oftener  wanted  than 
those  with  three  ;  therefore,  the  next  arrangement  of  this 
fundamental  chord  includes  the  octave  to  the  bass. 


i 


m 


Either  the  3d,  or  the  5th,  or  the  octave,  may  be 
placed  next  to  the  bass,  which  different  arrange- 
ments of  the  upper  parts  are  termed  three  posi- 
tions. Composers,  by  a  more  enlarged  dispersion, 
produce  three  more  positions,  which  the  fingers 
cannot  reach,  therefore  the  exhibition  of  them  is  reserved  for  the  article 
under  the  head  of  dispersed  harmony. 

The  following  short  progression  em- 
ploys the  common  chord  of  C,  the  com- 
mon chord  of  F,  and  the  common  chord 
of  G  ;  each  of  which  consists  of  a  funda- 
mental bass,  a  major  3d,  a  perfect  5th, 
and  a  perfect  8th,  in  different  positions. 

From  which  example  the  reader  will 
perceive,  and  it  will  be  useful  hereafter 
to  bear  it  in  mind,  that  to  ascend  a  4th, 
or  descend  a  5th  (with  the  bass  notes), 
is  considered  by  harmonists  equivalent. 

Beginners  are  recommended  to  play  the  chords  which  lie  next  the  bass 
first,  and  afterwards  the  different  positions  alternately^  as  that  mode  of 
practising  all  the  examples  may  greatly  facilitate  the  gratifying  accomplish- 
ment, reading  and  perforuiiiig  frum  scores. 

The  interval  between  C  and  E  is  greater  tl>an  that  be-     ""^i"''  "'^  minor  3d. 
tween  A  and  C  ;  therefo^-e,  the  former  has  been  called 
a  major,  and  the  latter  a  minor  3d. 
.  Performers  on  the  Piano-forte  may 
compute  distances  by  the  short  and 
long  keys  of  that  instrument,  naming 
the  key  which  sounds  the  lowest  note 

ceeding  in  the  same  manner  up  to  4  for  a  minor  3d,  and  to  5  for  the  major. 


B— 

■■  o.  : 

—be: 


minor  3cl.  majur  .3.1. 

and  the  next  key  above  it  2,  pro- 


In  the  common  chord  to  A  with  a  minor  3d,  if  the  octave  to 
the  bass  appears,  the  chord  is  said  to  contain  four  parts. 


-rfr- 


The  following  example  begins  with  it,  and  is  first  succeeded  by  the  per- 
fect chord  of  E,  but  with  a  major  3d.  Immediately  it  appears  again,  but 
succeeded  by  the  common  chords  of  F,  C,  and  F,  with  major  3ds,  D  with  a 
minor  sd,  E  with  a  major  3d,  when  it  appears  again  followed  hj  D  with, 


minor  3d,  E  with  a  major  3d,  which  the  said  common  chord  of  A  with  a  mi- 
nor 3d  succeeds  for  the  conckision ;  all  of  which  chords  are  comprised  in 
eight  bars,  and  in  three  positions. 


good  compositions  sel- 
dom end  with  the  5th 
above. 


or  with  the  3d. 


is 


-o-  -e- 


 B- 


ZX  therefore,    this  posi- 
^  tioii  is  preferred,  be- 
cause     it  concludes 
with  the  key  note  up- 
~T  permost. 


Those  who  have  only  studied  the  elements  of  melody  will 
perceive  the  reason  why  the  G  is  made  sharp  in  the  chords 
which  stand  above  E. 

But  lest  they  should  have  forgotten  that  the  as-    (=_aojg:__ 

cending  scale  in  the  minor  mode  of  A  comprizes  ^^p=pi^^Er^±:z:j 


G  sharp,  it  is  here  inserted. 

Harinony  should  never  destroy  the  character  of  melody ;  besides,  the 
conclusion  of  a  composition  in  three  or  four  parts,  without  a  major  3d  being 
heard  in  the  chord  immediately  preceding  the  final  key  note  or  last  chord, 
is  displeasing  to  modern  ears  (those  of  Scotchmen  or  Irishmen  excepted)  I 
hope  that  I  shall  not  be  misunderstood  in  this  place,  by  any  one  supposing 
that  I  am  arraigning  the  taste  of  the  Caledonian  or  Hibernian  bards  whom 
I  venerate ;  for,  had  I  not  been  partial  to  their  original  simplicity,  I  should 
not  have  succeeded  in  those  imitations  of  it,  which  have  by  many  been  de- 
nominated my  happiest  productions. 

The  sharp  placed  above  or  below  the  bass  note  E,  is  the  signature 

which  instructs  the  accompanier  to  play  a  major  3d  ^'  and  perfect  5th 
with  it ;  for,  were  3,  5,  8,  placed  singly  and  hori-  zontally,  or  al- 

8 

together  perpendicularly  5  and  the  sharp  omitted,  the  accompaniest  who  is 

3 

(^S^^^  but  a  harmonious  ear  /--p-  " 
)  ^r»rr*=  would  prevent  a  repe-  \  ^ 


obedient  to  the  letter  (or 

rather  the  figure)  of  the  ^  ,   .v.^,^- 

law,  would  play  a  minor  J  ^-~a~  petition  of  such  an 
3d ;  '^rzirizir^  unsatisfactory  con- 

clusion as  this. 


3  5  8  3 

3 


An  accompanier  with  a  fine  ear  (although  he  may  be  without  science,) 
often  corrects  a  careless  signature. 

A  common  chord  with  its  3d  minor  succeeded  by  another  with  its  3d  ma^ 
jor,  is  an  entertaining  progression. 


4 


These  two  bars  also  afford  important 
information  relative  to  signatures, — It  is  ^       ^    ^    ^  _ 

a  general  rule  to  count  every  interval    ')  — .—XU— I  -"-t'P  ~  1 

from  the  bass  in  conformity  to  the  nature  (  ^zrEr— _ |=— r  rp:r:m:p=r=: j 
of  the  key;  therefore,  the  sharps  and  flats  «  "^"i  ~^    iT""^  t  ^ 

denoted  by  the  thorough  bass  signature  are  here  accidentals,  expressing  ma- 
jor and  minor  Sds  :  a  natural  is  also  used  here  to  signify  a  major  3d,  because 
the  same  bass  note  first  carried  a  minor  3d  denoted  by  a  flat.  The  horizon- 
tal short  line  drawn  from  the  figure  5 —  is  called  a  mark  of  continuation,  and 
implies  that  the  said  sound  which  expressed  that  5th  must  be  a  part  of  the 
succeeding  chord. 


The  imperfect  or  diminished fifth. 


and  sounded  together,  the  imper- 
cause  its  two  notes  are  consider- 


When  F  is  placed  above  B  thus 
feet  5th  is  heard ;  called  so  be-  . 
ed  to  be  nearer  to  each  other  (by  a  minor  semitone)  than  those  which  pro- 
duce the  perfect  fifth;  which  will  appear  evident  when  the  keys  are  counted 
in  the  same  manner  as  before. 

Imperfect  5th.                                           Perfect  5th. 
1  -       _Q —   »■-»-«»—■■ 


f. 

— e — 

12    3  4 

5 

6 

7 

2  3    4  5    6  7 


thus    or  thus 

It  is  accompanied  in  three  parts  with  a  minor  3d,  ^.^^rljrrr^ 


and  in  four  with  a  3d  and  8th  ^ 


It  is  not  customary  either  to  begin  or  end  a  composition  with  it ;  there- 
fore, the  common  chord  of  A  with  a  minor  3d,  the  common  chord  of  F  with 
a  major  3d,  and  the  common  chord  of  D  with  a  minor  3d,  precede  it  in  the 
following  example. 


Two  perfect  chords  to  G  and  F  with  their  Sds  major 
precede  it  in  this  example. 


1  T~'^T  1 

_e  --0-1 

u  l-O-J  J 

Here  follows  the  «ame  bass,  but  in  triple  time;  the  chords  over  which  hop  too  much, 
but  the  example  may  be  useful  by  exposing  that  impropriety.  It  may  likewise  revive 
in  absent  minds  the  three  positions  of  six  chords. 


^^^^^ 


A  small  arch  formed  thus      has  been  almost  universally  recommended  by  didactic 


writers  for  the  signature  of  the  imperfect 
5th ;  but  voluminous  composers  have  almost 
as  universally  preferred  a  figure.  For  I  have 
examined  many  living  works,  even  down  to 
the  year  1605,  when  thorough  bass  was  in- 
vented, and  have  seldom  discovered  the  arch, 
although  I  cannot  help  being  an  advocate  for 
it  when  the  chord  is  succeeded  as  in  the 
above  examples  and  in  the  following  phrase  ; 


which  (although  it  consists  but  of  four  bars)  comprizes  three  species  of  common  chords. 


Inversion. 


If  I  have  been  sufficiently  explanatory,  the  reader  will  be  well  enough  acquainted 
with  the  most  perfect  chord  in  harmony  to  proceed  to  the  inversion  of  it. 

Fundamental     first  inversion 


A  chord  is  said  to  be  inverted  when  the  bass  and  one  of  its 
upper  parts  have  changed  places.  Thus  the  common  chord  of 
C,  by  the  3d  being  taken  for  its  bass,  is  converted  into  a  chord 
called  the  6th  ;  its  6th  having  been  the  fundamental  bass  of  the 
chord  from  which  it  is  derived. 

The  second  inversion  is  effected  by  taking  the  5th  for  a  bass, 
by  which  transformation  it  becomes  a  chord  called  the  4th  and 
6th ;  the  4th  having  been  the  fundamental  bass  of  the  common 
chord  from  which  it  is  derived. 


chord. 


of  it. 


Bad 


Any  of  the  notes  which  compose  the  chord 
of  the  6th  may  be  doubled  for  a  fourth 


part ;  therefore,  the  chord  of  the  6th  is  said  Better 


to  contain  four  parts  when  the  3d  or  the  6th 
to  the  bass  is  doubled.  The  8th  may  also  be 
doubled,  but  the  latter  does  not  appear  in  the  Best 
following  short  progression,  as  it  consists  of 
only  two  perfect  common  chords  and  their 
inversions. 

This  arrangement  of  the  chords  in  the  first  staff  is  objectionable,  because  they  not 
only  skip  too  much  for  thorough  bass,  but  produce  one  of  the  most  unpardonable  trans- 


6 


egressions,  by  ascending  and  descending  with  perfect  5ths  and  octaves :  the  technical 
terms  for  which,  are,  consecictvoe  5ths  and  8ths,  and  similar  motion. 

As  the  3d  and  6th  were  doubled  for  the 
fourth  part  in  the  last  example,  the  8th  and 
6th  are  doubled  alternately  in  the  next ;  in 
which  every  bass  note  is  marked  with  a  6,  ex- 
cept the  first  and  last,  as  few  compositions 
begin  with  the  chord  of  the  6th  and  none  end  with  it. 

N.  B.  The  third  is  the  6th's  favorite  companion  ;  for,  (in  such  excursions  as  the  last) 
it  is  always  welcome  whether  it  be  invited  by  a  figure  or  not. 

A  striking  instance  has  induced  me  to  believe,  that  notes  which  produce  major  or 
minor  Sds  will  be  more  easily  comprehended  and  remembered,  than  those  which  gene- 
rate minor  and  major  6ths ;  although  the  latter  be  the  inversions  of  the  former. 

An  enthusiastic  admirer  of  Correli's  fifth  opera  being  highly  delighted  with  his  lovely 
daughter's  thorough  bass  accompaniment,  while  he  was  feelingly  expressing  the  soothing 
Adagio  at  the  commencement  of  the  ninth  solo,  attributed  the  effect  to  her  judicious 
arrangement  of  the  chords.  When  this  fascinating  performance  was  concluded,  he  was 
anxious  to  know  whether  she  was  perfectly  acquainted  with  inversion ;  for  he  classed 
her  uncommon  genius  above  her  harmonical  knowledge,  from  her  frequent  beautiful  di- 
gressions from  the  thorough  bass  signature,  which  he  feared  might  be  beyond  her  com- 
prehension. The  interrogatories  were  first  confined  to  Sds,  and  the  replies  were  correct ; 
but  when  we  proceeded  to  6ths,  as  erroneous,  she  called  the  interval  be-  £ 
tween  E  and  C  a  major  6th,  and  that  between  Fand  D  a  minor  6th;  where-  ^ 


as  the  reverse  is  exactly  the  case.  Yet  there  is  an  easy  mode  of  ascertaining  the  quali- 
ty of  inversion ;  for,  if  any  interval  be  minor,  its  inversion  must  be  major.  This  doc- 
trine being  of  great  consequence,  will  be  fully  illustrated  hereafter. 


Second  inversion  of  the  common  chord. 


In  the  following  short  pro- 
gression the  chord  of  the  4th  and 
6th  is  twice  introduced;  first 
upon  the  bass  note  C,  and  af- 
terwards upon  G,  Immedi- 
ately after  the  double  bar  the  M 
common  chord  to  C  stands:  H 
its  first  derivative  (the  chord  of 
the  6th)  is  next;  and  its  se- 
cond inversion  (the  chord  under 
consideration)  follows :  all  of 
which  chords  are  in  three  posi- 
tions. 


ton  high 
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—  gin  or  end  with  it.  By 


The  chord  of  the  4th  and  6th,  which  is  the  second  inversion  of  the  common  chord 
of  A  with  a  minor  3d  in  three  parts  is  written  thus  :  ^rrgrz  the  effect  of  which  im 
pressively  proves  that  no  composition  should  either  be- 
playing  the  following  four  bars  it  will  be  twice  heard, 
which  may  appear  extraordinary,  as  the  right  hand 
strikes  the  same  notes  for  the  fundamental  chord  and  its 
two  inversions.    But  all  the  parts  of  harmony  are  calcu- 
lated from  the  bass  ;  and  when  the  3d  of  a  common  chord 
is  selected  for  the  bass,  it  is  simply  called  the  chord  of 
the  6th,  although  it  be  accompanied  with  a  3d ;  but 
when  the  oth  of  a  common  chord  is  taken  for  its  bass,  it 
is  called  the  chord  of  the  4th  and  6th. 


It  was  necessary  to  mark  a  5  above  the  sharp  in  the  common  chord  to  E,  because  it 
was  preceded  by  a  6  on  the  octave  of  the  bass  note  bearing  the  same  name. 

When  the  figures  4  and  6  are  thus  affixed  to  A,  the  signature  indicates  these 
notes  for  its  accompaniment. 

The  4th  being  perfect  and  the  6th  minor,  prove  that  the  4th  and  6th  to 
A,  and  the  4th  and  6th  to  E  (as  above),  are  of  the  same  species ;  and  the 
latter  may  be  called  a  transposition  of  the  former.  Both  these  chords  are  introduced 
in  the  two  following  examples,  the  last  contains  three  species  of  the  chord  called  the  4th 
and  6th. 


6  3 
*  -J 

6 

j__ia — 

-T-p~P~ 

P~  1   

=-| 

6 

6  5 
4  3 

\~  — e— ■ 
1  1     o  - 

3S3I 


g  6 


4 


5 


6  5 
4  « 


The  dash  through  the  g  and  the  4t-  raises  thoSe  intervals  a  minor  semitone  ;  in  con- 
sequence of  which,  where  they  occur,  a  sharp  is  placed  before  F  and  D  in  the  treble 
line. 


Inversion  of  the  chord  called  the  imperfect  or  diminished fifth. 

It  has  been  already  observed,  that  when  B,  D,  and  F  are  written  thus,  and  'M 
sounded  together,  the  combination  presents  to  the  eye  and  to  the  ear  the  im-  °" 
perfect  common  chord ;  but  wlien  B,  by  inversion,  is  made  the  highest  and  D  becomes 
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the  lowest  note,  the  union  loses  a  little  of  its  character  and  all  its  name  j  for  it  is  in 


this  form  called  a 
est,  it  then  be- 


chord  of  the  6th ;  and  when  F  is  placed 
comes  a  chord  of  the  4th  and  6th.    In  the 


the  low- 
imper- 


fect common  chord,  the  3d  is  minor  and  the  5th  diminished ;  in  the  first  inversion  of  it, 
the  3d  is  minor  and  the  6th  major;  in  the  second  inversion  of  it,  the  6tli  is  major  and 
the  4th  is  said  to  be  extreme  sharp.  It  will  appear  strange  that  B,  when  placed  above  F 
thus,  should  be  called  an  extreme  sharp  4th,  as  both  notes  are  in  the  diatonic 

^  particularly  as  there  is 
=  given  J  and  the  same  B, 


The  position  of  this  chord  here  is  too  high  for  thorough  basg. 

I  ,  -dLii 


rising  more  than 'a  tone  is  a  li'tle  objectionable. 


scale  SKzian  of  C  in  the  major  mode,  Ar-  y'tt- 
not  any  4th  to  which  the  epithet  sharp  is  j.^grgr 
when  placed  above  D,  is  ^^^-^ 
only  termed  a  major  6th.  5^5= 
Neither  this  chord  nor  its  two  in- 
versions are  so  often  used  as  the 
same  notes  which  compose  them 
are,  for  three  parts  of  another 
chord,  which  cannot  be  classed 
with  common  chords.  But  in 
the  following  example  both  the 
inversions  of  the  chord  under 
consideration  are  introduced  j 
and,  for  the  sake  of  uniformity, 
in  four  parts  and  in  three  posi- 
tions. 

Descending  with  an  imperfect  5th  to  a  perfect,  is  better  than  ascending  to  it ;  yet 
both  should  be  avoided  as  much  as  possible, 

A  chord  and  its  inversions  may  be  repeated  several  times  in  various  positions,  before 
any  of  them  are  succeeded  by  a  chord  of  a  different  description. 


m 


f=3 


-e — & 


i 


Some  particular  masters  have  figured  such  basses  as  the  above  in  the  following  man- 


ner. 


/— \  6  6 


64 


i — (5-\^A  1— »- 


But,  where  motion  has  been  given  to  the  bass  with  the  parts  of  one  chord,  the  gene- 
rality of  composers  have  conceived  that  a  thorough  bass  signature  would  have  been 
superfluity. 

I  will  close  this  exhibition  of  concords  with  two  specimens  of  favourite  simplicity : 
the  one  ancient  (or  rather  old),  the  other  modern  (but  not  new),  which  do  not  employ 
more  chords  than  those  already  given,  and  which  I  hope  have  been  so  thoroughly  un- 
derstood as  to  be  well  remembered. 


.9 


Flauto 


When  performers  of  taste  embf  llish  ;in  Air,  the  highest  notes  of  the  chords  should  differ  from  "lie  melody  ^ 

*-8«  *^ 


Chords  ^j:^-4^_t=r^ 

Denoted  by  the 


^  '  DalSegnoX. 


ViOLl N 


•I  When  ii!&veir.eQts  of  this  description  are  performed  jn  modera*^  time,  it  is  customary  to  strike  three  chords  in  each  bar, 


except  at  the  end  of  a  section,  or  phrase« 


t^i  1 

—•  



^1  

_|  *_ 





1  

1  •    »  1 

; 

# 


rr  if 


We  shall  now  treat  of  Discord. 
l)iscord,l  ike  that  of  Musicks  various  parts  ^  Discord  that  makes  the  harmony  of  hearts, 
Discord  that  only  this  dispute  shall  hring",  Whohest  shall  love  the  Prince  &  serve  the  King. 

*^'The  Necessity  of  douhle  Rhimes,  and  ordering  of  the  words  and  numhers  for  the 
sweetness  of  the  Voice,  are  the  main  hinges  on  whichi  an  0])era  nuist  move;  and  hoth 
of  th  ese  are  without  the  compass  of  any  art  to  teach  an  other  to  perform;  unless  Nature  in 
thell* place  has  done  her  part,  hy  enduing  the  Poet  with  that  nicety  of  hearing, that  Dis- 
cord of  sounds  in  words,  shall  as  much  offend  him,  as  a  Seventh  in  Musick  would  a 
good  Composer.^' 

If  a  seventh  had  heen  offensive  to  all  good  Composers,  Alexanders  Feast  would 
have  afforded  hut  a  mawkish  treat;        For  altho"*  some  spiritless  Compositions  con  ^ 
sist  entirely  of  Concords,  it  never  will  he  in  the  Power  of  Music  to  imitate  the  Passions, 
so  strongly  described  in  that  INohle  Poem,  witholit  the  aid  of  Discord;  and  the  reader 
of  the  following  pages  will  perceive  that  the  seventh  is  the  Root,  or  Foundation,  of  all 
musical  Discord;  therefore  the  meaning  of  our  great  Poet  must  have  been  the  impro- 
per treatment  of  it. 

.d  ~  ^> 

(  ^  )    In  the  K'jy  of  D  with  ;i  minor  3.  ,  the  Ancients  inserted  B  flat  as  an  arri<l(' n  t  a] ,  the  Moderns  mark,  it  at  the  tliff* 
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The  liiterv;il  I'oi  m<i  j  ^';v 
.  major  7  ^  '    iiiiiior  ^^i"' 


cnlli^^vlun  fornul  \^i<li  yny  tvo  notes  of  th<-  Diatoiii'  V  jlc  in  flic  nwijor  mode  ran  only  be  ni.WjL  r 
~   >   I    Yet  vlien  each  nole,of  the  said  .Scale,has  a  3^Ja5*i'ancl  a  /'^i'plared  ahove  it. 


thus 


•  g —  •  I 

^    O  exhibits  four  species  of  harmonious  conipoxinej,  ca  1  Ird  chords  of 


v.ie  se- 


venth: In  those  mimbered  land  4, the  3*1^  are  major,the  5V''^perfect,and  the  ^  .  major;  In  numhtrs  2,3,and  e,tl]e  3*^1^ 
are.  minor,the  .5*V*perfecf,and  the  ^H'^  minor.  In  N?5,the  39  is  major,the  5\^perfect,  and  the  ^'."minor.  In  N?  7  the  3. 
is.minor,the  5*lnmperfect,and  the  ^l'* minor;  The  different  qualities  of  the  3^!'*  and  5^^*^have  been  found  a  little pc rple.x- 
ini,',to  those  M-ho  have  studied  the  whole  of  them  together  ;  It  is  therefore  recommended  to  begin  M^ith  N95,  "without  no 
ticeingthe  others,imtil  that  most  agreable  of  all  Discords, has  made  a  lasting  impression  on  tiie  mind. 

"Another  Song,reqxnres  another  d^y," 
It  is  the  first  chord  in  many  modern  Compositions,  and  few  of  any  age  end  without  its  being  the  penultimate  harmony, 
us  ^shen  it  is  followed  by  the  common  chord  of  the  Key  note,they  form  the  most  satisfactory  concluding  perfect  Cadence  , 
:     The  improving  practitioner  shall  now  be  relieved  from  the  tiresome  monotony, Av/iich  a  restriction  to  the 
Keys  of  C  Major,  and  A  Minor',^has  hitherto  occasioned,*  Previous  to  vhich,it     11  be  necessary  to  acquire. a 
readiness  of  striking  the  chords  to  chromatic  basses, whith  a  daily  practice  of  the  Ibllowing  As(  ent,  will 
amusingly  facilitate,  as  the  Discord,under  consideration, appears  in  each  alternate  bar,preco6'ded  by  tw.o 
Concords  ;  Vocal  Performers  frequently  improve  tiunr  intonaT!on,bv  sustaining  tlie  higliest  notes  of  sudi 
exercises, with  crescendos,and  diminuendos,Vhen  particular  effects  are  wanted, parts  of  a  chord  are  olYm 
omitd'd,*  Tiie  fifth  of  the  full  chord  ol  the  seventh, is  here  retrenf  h'd  to  render  the  progression  of  the  notes, 
which  lie  next  to  the  bass,  more  melodious. 


o  1  ito 


XT 


JL- 


I 


35azi: 


H  8,  N  « 
3   4  "^5  3 


2rr 


22: 


4o- 


-9^ 


■■4  '  ; 1 

c7    .  4-* 

3:  ^  

1 — 1  ^  n — 1 —  1  1 

 e_ 

•  rr*  • 

•  ^"  • 

^  bo. 
 e  

S  H  W  K 
5  6'  5 
3  4    :>  3 


1  Tills  .)<  (  ommodatlng  Klipsis,is  n()\^  so  universally  imders1ood,to  mean  C  with  a  major  s"'.^ and  A  v.  itli  a  minor  s'J  tha< 
^crorth  rvry  oilier  Key,v*ill  be  described  in  the  same  concise  manner. 


J I 

There  are  tliree  Inversions  of  the  four  soinids  which  constitute  the  (/liord  of  the  sev*»it  li . 
The  first  of  >vliich  is  called  the  filth  &sixth,  figured  thus  5  j  the  second  Inversion  isthe  f  hoi  d 
t  ailed  the  third  and  fourth ,  figured  thus^'-,  the  third  Inversion  is  the  chord  called  theset  onti, 
figured  thus^  2  or  thus  ^  4^  •         There  are  likewise  various  positions  of  the  Fundamental 
Discord  and  its  Inversions         In  the  following  Examples  they  are  placed  upon  the  accented 
bass  note  of  each  bar,  and  their  resolutions  on  the  succeeding  unaccented  part,  {a) 


Chord  of  theniinor        major  ci'.' and  perfect  5*.'^  upon  G 
with  its  invcrsioins 


The  minor        major  S'^.  &  perfect  5^*^  upon  E 
with  its  inversions 


Po 


s  ition  I  ^  \. 


The  minor  7V'      D  . 
but  with  a  minor  S.  /  1 
prepared  &:  resolved  \  D  j 
«  •-  - 


G 
5 


3 


2 

Position  I 
Positioi 


• 


^ — ^- 

7  A> 

3', 

Inversion 


2".^ 

Inversion 


Inversion 


I 


i 


7  th 


1 


I 


The  Major  7  . 
accompanied  with  a 
major        &  perfect 


1 1  TTi  1 


1 


3 


32: 


6'i 


.  This  last  Chord  is  . 
disagreeable  to  the  ear 
without  being  qualified 
by  preparation  &  reso  — 
lution  &  the  ingredients_j^_^_»I 


• — » 


m 


1 


The  same  Disqord  with  Inversions 


The  minor 


inor  /  .  <J 


to  render  it  palatable^are 
not  so  readily  obtained  *J 
as  those  of  other  mix- 
tures:      It  bears  a 
conspicuous  part  in  a 
progression  which  some   


Authors  term 


i 


minnr  S"  and 


m|ip>-fert  ri'i^  I 


i 


QUENCE,  and  others  A^ 
'         CHAIN  of  SEVENTHS 
-11  which  are  linked  in  seven 


m 


i 


different  manners  upon 
this  bass. 


Fo  und  ;i  tio  n 

(a )  Two  Doctors  of  great  celebrity  preft  r  the  terms  strong  and  weak  parts  of  the  measure  to  acci  nti-d  and  unaccented. 

^Thi'  .i^y  may  lie  omitted^and  the  octave  to  the  bass,  or  to  the  third  (if  minor)  taken  instead  of  it:    But  the  7'-'       the  3^  when 

th(  hitter  is  major  ought  never  to  be  doubled. 

Wh.  n  the  note  which  forms  the  Discord  is  part  of  the  preceding  Chord,  the  former  is  prepared;  and  when  it  descends  one  deirree, 
il  IS  resolved.  _  "7 

'('  )     Some  Tht  orists  will  nut  i  Tow  this  to  be  a  chord  of  the  seventh  because  its  bass  rises  .(  si'cond  instead  of  proceeding  by  leaps  of 
u  fourth  ascending  or  j  lilth  c'esccnd  i  n  g .  " 


(/.) 


Wlien  accidents  are  added^a  modulation  takes  place,  Mhich  altered  Progressions 
(according  to  the  opinion  of  some  Authors)  ought  not  to  retain  the  appellation  of  Se_ 
queiices,  as  the  sharps  and  i'lats  lead  to  new  keys  :   perhaps  Rotation  niighrt  prove  an 
acceptable  Term,  hut  l  am  almost  afraid  to  coin  new  names  for  old  Articles,  having 
iprovoked  sarcastic  Wit,  hy  calling  this  useful  director  -==d:r>a  Rhomhus. 


The  diininislied  7  .Mn  its  simplest  form,  followed  by  its  most  natural  resolution  lias 
already  been  exhibited  ;  But  its  artful  transformations,inversions,decepfive  resolutions  and 
surprises  perhaps  never  will  be  circumscribed  by  Leg-islation  5  For  the  same  keys  of  a 
Piano  Forte  which  somid  this  favorite  equivocal  chord  when  written  thus  =^     ^|   ~_  ivill 

also  soimd  this  b  J        &  this         [hi   _  &this  '  Any  of  which  maybe 

transformed  into  a  chord  of  the  diminished  7  .formed  of  three  minor 


or  the  o'4^may  be  dispersed  by  different  positions  and  the  chord  still  retam  its  ^^me. 
N.B.  The  Discords  are  expressed  by  Semibreves  and  their  resolutions  by  Dots 

Inversions  ofj.  of        2.  ofN?^.  of  N9  4^ 


0^ 
J- 

s2 


The  aboA  e  are  all  minor  resolutions,But  in  these  days  of  extravagant  modulation,  the 
diminished  7^!^  is  followed  by  Concords  with  major  34^  Twelve  methods  of  g-oing-  Out  of  a  _ 
chord  of  the  diminished  seventh  are  noted  &  figured  in  Rosseaiis  Dictionary,  &the  upper 
parts  were  arranged  in  the  following  manner  by  one  of  his  worthy&  ingenious  Countrymen 

1  9  a  4a  fi  '7  .9  in         n  19 


7 

f«v  

■74      7  ^     7  ^'^     7  ^1  7 

7  e 

In  1753  a  learned  Doctor  in  music  censured  a  favorite  Instrumental  Composer  when 
he  discovered  "^N?  8  hi  his  Concertos,  the  (Question  &  Answer  of  these  two  Disputants  are 
so  apposite  that  the  reader  may  receive  both  amusement  &  instruction  from  their  being 
quoted  here . 

Suppose  the  Question  were  put  to  a  young  Practitioner  in  Thoroij^^Bass  what  are 
tile  proper  Consequents  of  G  sharp  in  the  Bass  with  a  seventh  figured  to  it  PWould  not  his 
Answer  be  the  G sharp  is  a  plain  Indication  that  A  should  be  the  following  Note  j  &  the 

Seventh  whii  h  is  Fnatural  will  expect  to  find  its  Resolution  in  E  natural  ?''!  To  this  I 

need  only  observe,  tliat  as  the  Question  is  put  to  a  Learner,  So  the  Answer  is  such  as  a 
Learneronly  could  give.  But  if  he  had  put  tlie  Question  to  a  Master,  he  would  have  shewn 
liim,that  these  Resolutions  may  be  varied  many  ways;  &that  other^dse  it  Mould  be  a 
v-iin  attempt  in  the  Composer  to  produce  Variety  in  li  is  Work,  seeing  every  Novice  might 
beforehand  suggest,  when  any  particular  Oiord was  stmck,what  next  was  to  follow. 


14' 

There  are  two  more  chords  of  the  Seventh,  which  cannot  he  formed  with  the 
notes  of  the  Diatonic  scale,  on  which  account  some  Denominators  have  termed  them 
Anomalous  and  others  Spurious    ^    p'p^  ^  The  diminished  between 


D  sharp  &  F  natural  is  so  discordant 


that  the  most  licentious 


N?  I 


N?  II 


Composers  prefer  the  following  arrangement  of  the  sounds:^ 
Because  the  two  notes  which  produced  the  exploded  diminish- 
ed third,  from  a  change  of  position,  are   at  the  distance  of  an 

extreme  sharp  sixth  in  N9  I.  Interval  is  a  tenth  between  them  in 


N?  II 


by  their I 
harmony. 


^^As  the  best  J"  "  modern  Compositions  have  been  greatly  enriched 

nversions,  they  will  be  much  employed  in  the  illustrations  of  fashionable 


The  Discords  are  expressed  by  Semibreves 


N?I. 

W^ith  Inversions 
&  Resolutions" 


— o  

ip 

7 

f 

6 
5 

3 

-m  O- 

— o  

Italiar 

r^t'  " 

WithD 


Those  who  resolve  the  Chord  called  the  German  sixth  in  this  manner       ^  ~t^^ 
offend  the  cultivated  Ear  with  consecutive  5^1^^  which  may  be  avoided  by  holding  on 
the  3^^  and  5^]^  to  part  of  the  succeeding  bass  note 
is  such  an  universal  favourite  that  an  effort  has  been 


This  chord 
made  to  bring 


it  under  the  eye  of  the  young  harmonist  upon  almost  every  bass  note  and  so  arranged 
that  it  may  be  practised  with  pleasure  in  the  following  progression  which  has  been 
-honoured  with  the  highest  approbation  of  those  unaccustomed  to  flatter. 


\  ^ 

hl4 

J  1 

:  J  

S        4  1 

i  'it 

 1  ^ 

— 

W- 

S     e  .5 

5       4  # 

 9 

5 

ltd  ' 

i  i 

Having  exhibited  the  nine  sevenths  and  their  Inversions  we  may  now 
proceed  to  those  more  extensive  compounds  called  Chords  by  supposition. 


Chords  hy  Supposition 


15 


Before  the  Theories  of  R  ame  au&  MARPURchecame  prevalent,  these  chords  were  describedhy 
different  appellations,  Modifications  and  Foundations  the  niunerous  adherents  to  the  Doctrine  of 
those  celebrated  Authors,  are  of  opinion  that  Corelli's  favourite  antipenultimate  chord  (the     is  a 
branch  of  the  Ne  plus  ultra  of  Rameau  termed  the  eleventh:  Marpurg's  Ne  plus  ultra  soars  a  3^ 
higher,  in  name,  hyheing  called  the  thirteenth.     Many  respectable  Authors  consider  them  to  be 
Suspensions,  Appoggiaturas  &c:    But  whatever  may  be  their  proper  titles  and  classifications, 
the  consequence  to  an  accompanier  is  to  know  what  strin^to  strike  "when  bass  notes  are  figured 
accurately.  th 

Different  Chords  of  the  9  •  with  five  sounds  *nd  their  full  signatures         Elevenths  with  D?  Thirteenths  with  D° 


3 


1 


i 


6 
4 


4- 


i 


i 


T 

4< 


i 


Several  of  these  chords  are  extremely  harsh,  butwhentheyare  judiciously  arranged  in  a  pro- 
gression of  harmony  they  prevent  sweetness  from  becoming  satiety,  which  will  be  evident  to 
those  who  practise  and  examine  the  best  of  the  selections  in  which  they  bear  so  conspicuous 
a  part .  Positions  which  differ  from  the  above,  and  omissions  of  some  of  the  sounds,  and 
figures,  render  chords  by  supposition  more  agreeable  to  the  ear  and  less  embarrassing  to  the 
eye  than  when  they  lie  in  their  flill  state  in  the  order  of  thirds.  The  ninth  is  prepared  by 
^    ^     I  ^       or  by  a      ^  9 1  never  read  but  one  Author  who  asserted  that  the 

-  ^^'^     - — =     ^   I-  ^  It 


a  3^ 


ninth  *^  T  maybe  prepf*^^    jT  by  an  8^1^  &  this  is  his  example 

wiiich  no  pure  harmonist  has  followed.  The  ninth  resolves  by  descending  a 
degree,  its  bass  may  remam  stationary  or  ascend  a  2^  3^  or 


Examples  of  the  9  .   prepared  &  resolved 


Examples  of  the  ll^.j  prepared  &  resolved.  N.B.  The  ll^-^is  figured  bya4« 


6' 
5 


2z 


The  chord  of  the  2^  &  5^^  is  a  branch  of  the  Eleventh  wh  ich  has  not  appeared  in  the  pre  - 
ceding:  Examples :  It  only  contains  three  real  parts  which  may  he  inverted  so  as  to  hecome 
chords  of  the  4^th&5^  &  the  4<th  &  ith  -j?         .  therefore  to  render  the  practice  of 

these  three  chords  a  little  entertaining  J  ^  o  ^  as  well  as  instructive  they  are  m - 
troduced  in  the  following  rotation  of  Cadences  in  which  the  treble  of  one  becomes  the  bass  of 
the  other  alternately  in  several  keys .  ,     i       i  i 

,    I  M  ^M^^    I      '     I     I,    I     J..J,J  J  J..^,  -  ^ 


i 


How  to  cheat  the  Ear  by  unexpected  mutations,  is  now  the  favourite  study  of  artful 
Composers;  but  such  progressions  as  the  following '^'could  not  obtain  tolerance  in  1125V^^^ 
The  discerning  reader  will  ]^erceive  that  the  discord  of  the  4^\^  (  see  the  beginning 
of  each  bar)  is  properly  prepared  and  resolved*  but  the  sudden  transitions  from  the 
Diatonic,  to  the  Chromatic,  and  to  the  Enharmonic  Genus,  are  authorised  more  by 
fashion  than  theory. 


(a)   Whet  anadirirabir.  M^.Jer  wys  censnredfor  danMi  perseAcrinif  Scholar  rendeird  a  Model  lon^  before  the  end  of  the  century. 


.11 

A  VoluniinousComposer  of  Italian  Operas  told  me  that  he  had  ne\  er  been  instriu  ted 
to  call  any  parts  of  harmony  Chords  by  s  r  p  p  o  s  i  t  i  o  n  But  that  after  he  had  filled  a  . 
larg^e  Book  with  Exercises  on  the  sevenths&their  Derivatives,  his  Master  g-ave  him  the 
^ollowina:  Chords  to  arrange  in  different  positio^^s  &  in  various  keys,  with  their  appella  ^ 

 ,„J  4.„  +1,^^  .fh        •  Q*»^         Discord  of,  jth     Maior  71':k5?'.';' 


tions  affixed  to  them,.  '  ""Th^^^V  S  '^''"L^'.'k.V''? 


TllUS:  Major 


Chords  of  the  ninth,  of  the  11^!^  &  of  the  134^ 
Extracted  out  of  a  capitan\'brk  lately  published  in  Paris . 

I  Iii4<Parts-v*e  aadthe5^hordouhU  Lhi.3'. 


The  9*>prep4 


The 4..  prep* 
I  vtne   8  . 


Of  the  Eleventh  or  Fourth  The4l%,bere  -  Or>  the 

/-.th        bra?,  n^inor.:  bv  a  5  .  min<ir.  solveii  ii.i  thppia-   minor  7,. 


Wlien  the  Discord  of  the  fourth  is  accompanied  by  a  note  of  resolution  that  is  to  say  by  the  ^3 . 
brought  by  contrary  motion  it  mustbe  at  the  distance  of  all_ll^^in  order  to  form  the  9  .  on  the  3  .  -r 

Of  the  Thirteenth  ,th  ^  .  .  a 


A  Q  CL 

1 

h 

li'  " 

6-  S^l 
5 


The  last  Discord  is  generally  little  known  because  it  is  little  used,  not  snitiiijj;^  either  the  severe 
orfree  stile, consoquontly  its  Theory  has  scarcely  been  considered^  The  Ancients  have  notxaer.tione^ 
it,  Scthe  Modems  seem  to  have  treated  it  but  superficially^  it  cannot  be  employed  in  less  tliau  t" 
Jl  Parts :  the  most  usual  resolution  is  made  on  the  5*^  Yet  it  can  he  on  the  3^  But  for  that  rtasou  the 


o  y     '  §   ^      bass  must  ascend  to  the  3.  similar  to  the  preceding  articles. 


5 


WTien  the  Chords  by 
Supposition  are  exalted tl 
they  appear  more  orna  ^ 
mental  than  useful 


n 

-f<« — 4 — 

m 

3  . 

4. 

1 

»  *  II 

them  in  their  Compositions . 
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The  retentive  Practitioners  of  theprecedinij;  examples  must  soon  be  sufficiently  qualified  to 
accompany  the  following- portions  ot  classical  compositions  without  the  chords  beiii^  written 
above  their  basses,  as  heretofore-,  and  should  their  positions  be  well  chosen  the  Performers  of 
the  melodies  and  their  Accompaniers  will  experience  reciprocal  Aid. 

N.B.  The  highest  notes  of  the  chords  should  not  bethe  same_as  those_oftfie^ 


,  .     In  those  places  A^ere  fhemelody-prpreetisb^  The  treble  of  the  Y!^  is  tliebase 
skips  the  choifls*SiouIdmove  by  the  smallest  degre^s:X  H  ^  J     i  J    J  j     I    |  I 

<!    Vivace   6  ^  fi  •  ^:    j»-  k».     _  '  . 


of  the  2^ 


vivace  ^  -  ^ 


— ^ 


Section      ^  (7^ 
Excelleni  Imifafioiis 


be   b1  6 


txceiiem  imixaTions  -j^  -  - 


The  Archetype  of  many  elegant  Coinposifioii 


followed  by  a^section  with  n  spirited  bass 


i 


3 


9 


3 


Alleg-i'o 


q  - 


The  tipper  part  of  these  Sonatas  was  composed  expressly  for  aViolin,but  I  have  repeatedly  had  the 
g^ratil'ication  of  hearing-  it  most  charmiiTLgly  performed  on  aVioloncello  &  accompanied  witli  a  Piano 
Forte  by  one  of  the  bestConducters  of  Ancient  music,  who  preserved  the  composers  harmony  by  play- 
ing those  passages  of  the  base  an  octave  lower  >^ich,in  their  original  situation  would  have  produced 
exploded  Inversions:  Here  it  may  be  useful  to  observe  that  the  open  34  string  G  of  the\^oloncello 
is  anSX^lowerthanthe  open  4<4^  string  G  of  the  Violin.  

Wlien  the  admirable  composer  of'  the  subjoined  Trio  was  preparing-  it  for  Riblicatioii  He 
held  it  of  the  greatest  importance  to  fig-ure  his  basses  accurately. 


•  ^'^'^t^  long&  short  Strains  are  freciuently  played  twice  :||:  ^nd  many  Performers  are  anxious  to 
introtluce  graces,  ilourishes,  or  variations  during  the  repetious,  But  all  such  additions  as  are 
prejudicial  to  the  harmony  should  be  avoided.  « 


Variation 


ID 


The  dilig-ent  Student  who  unites  a  natural  taste  with  an  acquired  ag-ility,  and  can  ex  - 
press  them  eitlier  hy  the  Voice  or  upon  any  Instrument  must  feel  that  there  are  many  paths 
which  lead  to  excellence;  and  those  wanderers  who  are  apt  to  lose  their  way  mig"ht  i ind  it 
hy  following"  that  unerring-  Guide  a  FiGURF.n  base. 


Taste  &  Embellishments 


A  Vocal  Exercise  for  the'  intonation  of  2^  3^  4< .  5^  and  6^  Ascending-  and  Descen  - 
ding-,  accompanied  with  a  movuig  fig-ured  hase. 


^  "       Dt)   re  flomi  rio  fa  mi  sol  no  In  sol  mi  fa  re  miao  Do  si    do  la.  no  sol  no  fa  domiiasolla  sino  do  si  no 

-§^G  6    6  6  .6  .  r,.^ 


It  is  recommended  to  practise  the  outline  with  steadiness,  and  the  Riffioramenti  wit 
iii^i  it  \  (altoriiately)as  the>  were  the  daily  exercises  of  the  most  accomplished  Italian  sina-< 
ot  the  proseat  a_i;e .  ^  ^ 


h 

singer 


20 

As. many  of  the  .sele(^:tions  have  seven  sharps , or  five  Flats, marked  at  the  cliff,a  frec^iicnt  practice  of  a  fcM  Seal's, 
in  these  difficult  Keys, may  enable  Performers  to  acquire  a  facility  in  the  execution  of  them;  and  that  the  Rule  of  rh^' 
octave  .ma:y  be  played  sticcessively,  -w-itliout  shocking  the  Ear ,  in  six  different  major  Keys  vhich  gradually  rise  inpitth 
.\  short  Modiilatioji  is  added  between  each  of  them. 


m 


iN.II.    Is  a  minor  semitone  higher  in  pitch  than  n9  I . 


IJl7likp,IJkJjji^'i 


-» — •  _i_    "  ■     •  *  • 


higher  than  n91 

III.  Is  a  quarter  tone_aboveK92.  ^altho'soimded  Ti-iththe^sameke^^j  and  a  major  semitone^  1^  '^^^^'^"^^fjl ' 


m 


N .  TV.  A  minor  semitone  above  n93 .  and  a  tone  higher  than  K?  1 


tone  higher  tjjan  K .  1.  r-i ,  _ 


'4  .'^§  ^ 

niyior  3^abov^N9l.  ^    ^      ^     ^  ^  ^  ^ 


m 


TS  .  V.  A  major  semitone  above  n9 4 .  and  a  muior  3.  above^N?! 


art: 


O  '-'  '-'  o 


jtf-., Jt^  ,Ji^,J^i  ..i^^^i  jjij^n j.;^ijy ,  i^^' 


N9  VI.  A  minor  semitone  above  v95 . 
  and  a  major  3?  higher  than  tf9l. 


ni4   =jf 

Intheminor  modeof  A. 


a    9  ^ 


■  O   3  " 

1 — 1— H 

1 —  .  1  o-j 

r  1  tr  1 

^   In  B  minor. 

» — 

' — 

»— J 

'  1     1  '  r 
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The  accompaniment  to  simple  basses  (which  are  not  figxired)  is  generally  confbnn-. 
able  to  the  Rule  of  the  Octave  But  to  those  of  Grandeur  and  \^ariety  other  chords  are 
ingeniously  mixed.  . 

That  sound  which  is  begun  on  the  unaccented  part  of  a  measure  and  is  continued 
imtil  a  bar  divides  it, is  called  a  syncopated  note,  more  especially  if  it  accompanies  two 
different  chords. 


An  Ascent  &  Descent  with  the  Bass,Composed  by  Queen  Elizabeths  favourite  Orgt'^  in  15.91 


«    6v    5    §~5    6      «     6     «  5 
Sx-ncopation  is  one  of  the  most  lasting  beauties  of  the  Ancients,  for  it  continues  to 


be  the  best  part  of  modern  Composition 


Oboi 


The  Syncopated  part  of  Music  is  seldom  ori^nal,  therefore  its  admirers  are  astonished  and 
delighted  wiienever  they  hear  the  following  unique  Specimen,  which  flowed  from  the  pen  of  a 
Composer  ''Whose  matchless  strains  disclose,  Alcestes'  sufferings,  IphisTenia's  woes!' 


Vio.l":' 

vio.2'l° 

oboe 
viola 


*  *  4f-  The  passing  notes  are  false  relations  but  I  hope  they  will  not  be  condemned  unheiird 


'22 


FOUR  MOVEMENTS  OF  TRIPLE  M  EASURE  .  in  which  Syncopation  is  effectively  introduced  . 
DUET.    For  one  Violin.  i       I   I     i  i 


njJJiJJjlJ  i\J  j|JJjJlJrr||,.|  AJ 


i 


ff'rrr'rrr'^r^."i^'rrr'r 


For  two  violins  or  ohoes. 


frffff|frffff|^ 


—J — ph 

•  . — r|  

llL£jjT[_^ 

"I* — ' — n — 

rrnirni 

For  two  violins.  Tenor,  and  two  violoncellos  :  The  latter  of  which  play  the'notes  of  the  Scale  (only)  "with  octaves. 


VioI!nol"^° 


»v,iiJ^i^iJ''V'^r^rpff,f^ 


r  r  r 


i 


Violino2'^?  jTi^ 


rr  ^ 


tsa: 


ViO 


viol 


rJoloncelloifeo  ^-   l*  "^''"!'"^  '  T*""^        "   '       '       "I    "       "I         1       1*  ^   *  ■ 

For  two  violins,  and     Bass;  constrain'd  (as  before)  to  the  notes  of  the  Diatonic  Scale  . 


P 


i 


j^.|ii^jj|jjJ|Jjji% 


4 


Violmofiw 
Violino  24*^ 


i 


Q  .  I  ^   II  — ^ 


Owing  to  the  Encomium  of  a  musical  Historian,  and  the  humour  of  the  Spectator  n9  V;  I  have  so  23 
often  been  applied  to  for  the  following  beautiful  Cavatina, that  I  employed  a  friend  to  write  english 
words  to  it,  restricting  him  to  the  measure  and  accen^t  ©f  the  original  Italian. 


'Si 


Sad  ly      plea. sing 

2'?  Verse       Swell      the  anguish 

3S 


Sadi\-  pioa_  sing   Bird  of 


±±1 


^ — j 

>  6 

6  e 

Grove 


From  thy  mournful  Song   I    bor_  row  from  thy    Song    I       bor_  row  Tender 


f  r  r  f 


6  G 


4  3 


-9 — e- 

5  4 


4  5 


strains  of   Grief  and  Love        ST^-eetest  Minstrel 


From  thy  mournful  Song  I    bor_row  Teru  der 


strains  of  Grief  and  L,ove. 


r— PI 

m — _ 

6 

P 

6               ^  • 

5  S  2  «  o 
5  ^  S  b  i  ^ 


*  O  5  CO 

=5  ?  .2  » 

£  c  3   aj  a 

=  -  I  s  ^  -  ^ 

"  ^  -  X  c  S 

o  "  ■  o  t;  3 

J  ^  «S 


i  swell  the  anguish 

IliSwellthe  thrilling  tones  of  anguish*  -il 
||: Plaint  with  plaint  I'll  still  combine 
ll'Till  the  flowing  sorrow:lllanguish 
Forth  thy  Heaxts  despair  and  mine, 

SM^eefest  Minstrel. 
Let  thy  flowing  sorrow  languish  , 
Plaint  with  plaint  I'll  still  combine. 


^     O  0) 


H  a 


24 


THE  IvI  AG N  AN  I M  O  U  S    C  O  N 9  UE  R O R  S  . 


A  corn  <l  i)t  rlormuiu  o  ol"  the-  folloTving  fine  old  Mjflrigal,will  afford  a  deJicious  trt  ai  to  the  lovers  of  pure  1iarm'>. 
ii\es, formed  i)y  t\:<'  union  of  flowing  Melodies;  is  J]ere  first  publishd  with  englisJi  v  ordiijin  the  adaptation  oi 
which, spe<  lal  (  are  has  been  taken  to  preserve  the  syncopated  beauties ,which  are  so  judiciously  dispersed  throcrg/itoiit 
this  sy  metric,  a  I  (omposifion:  and  for  the  accommodation  of  L,a.dies,the  real  sounds  of  the  Contralto  and  Tenor  Parts  are 
expressed  by  I 'leir  favorite  cliffs .  ,  ' 


First  Treble.  • 

Second  Treble. 
The  real  sounds 


Heroes  famd  for  their 


Va  -i  _  _  lour . 


He  _  roes 


Heroes  famVl  for  their    Va  ^  lour.     He  JT"^^  _  roes  famd  for  their     Va      _  locir. 


of  t  he  CoimtcTTcno  r I  — -  ■  i  — - 

e>  pressed  by  the]  i        I       J        N      N  I  J 

Treble  Cliff  .       ^       '  - -t  -O- 


The  real  sounds, 
of  the  Tenor , 
ex  pressed  by  tlie 
JBass  cliff.  , 

Bass  . 


Heroes   famcl  for   their   Va  ^  _  lour. 


m  _.  _  _ 


Heroes  famd 


'mVl  for  their      Va  _  -  lour , 


He  _  «  «  roes  fam'd  for  their 


fam'd  for  their  Va_loiir  inspire  the  Ca_  rol     in_spire  the  Ca_  ro I  inspire  the    Ca  ^  ^  ^  -  rol         ^  rol  The 

-       l^  J  J   ilJ  J  JI.J  J-tiJ  ■   JU  J  J|;i-;||,J.^J 


inspire  the  Ca-  rol    in_spire  the    Ca-  rol  in-spire  the  Ca-  rol         -  rol  The 


_  spire   the       Ca  _  _  _  rol 


in  spire  the  Ca^  rol  inspire    inspire  the  Ca- rol  -rol  The 


in  _  _  spire  _  '     the  Ca  _  -  -  _  _  «  rol 


Valour  their    Va-lour  inspire  the  Ca.^  ^  rol 


inspire  the        Ca  -    -  rol         ^  rol  The 


mighty  Con  -  ^  querors 


are  croivii'd  with  Laurel  are  crown'd  with  Laurel 


mighty  Con^^querors  are  crown'd  -w-ith  Laurel 


are  crown'd  Mith  Laurel 


A 


mighty  Con  ^  -  querors  are  cr 


own'd  with  Laurel 


are  croMu'd  Mith  Laitrel 


virtue  hafli  triumphd 


mighty  Con^-querors 


are      crown'd  wfh  Laurel 


Vir-  tiie  hath  tri- 


mighty  Con^-  querors  are  cro^TiH  Ti4th  Laurel 


2J 


Vir-itue  hath  fri^utnph'd  Jus  ^  tice      ends  the       quar  ^       -   ^  ^  -  -  rel 


O  ^  liv( 
 =t= 


i 


Vir-,tue  hath  tri-pUmph'd    Jus  -  tice    ends  the         quar  ^   -   rel  O  -    -  li^  e 


  «     ■  ^ 

Jus^tice    ends     the       quar^  ^  -rel 

T  r  f  r  ir  ^ 


Jus- tice  ends  the 
zfc 


quar  ^  rel  o  '  -  -  live 


-    ^  ^  ^  umph'd  Jiis^tice      ends    the     quar^rel         jus  ^  tice  ends   the         quar  ^   ^  reJ  O  ^    ^  live 


Jus  ^  ^  tice  ends 


quar 


 rcl 


Jus  ^  tice  ends  the         quar  -    ^  rel  O  -    ^  live 


Branch _  es         and  Doves 


com  _  _  fort  the  Vanquish<l"whohless  the  "Victors 


Branch  -  es         and     Do^^es  com_fort  the     vanquish cl  com  _  _  _  fort  the  Vanqitisjihcl 


i  Branch-,' es         and    Do\-es  com_fort  the  Vanquishtl  who  bless  the  victors 


cres' 

Air_tiie  hath 


^ — ^ — - 

r — r*^ 

1  r?  ^~*f — 

Branch     es         and  Doves 


com  _  fort  the  Vanquishci 


xif^i — 

1  \  1 

r — ? — 1  

— d  J 

BranLli_;es  and    Doves  com_fort  the  Vanquish'd 


Mho     bless    the     Victors   vir_tuc  Jiath 


cres 


Vir «  tue  hath  tri_umph*d    Jus  _    tice  ends  the  quar  ^   _  «  «  rel 


cres 

1  

F— ■  J— J 

1  J  

toe  hath   tri  _  tmiph'd     Jus  ^  tice      ends   the     quar^rel       jus     tice  ends  the     quar«    «  rel 

F  .  .  Q 


tri_  umph'd     Jus^  tico    ends        the        qiiar_  ^     rol  Jus  «  tice  ends  the     quar  «    «  rel 


26 


I  have  endeavoured  to  court  attention  to  this  part  of  the  Appendix  with  the  T.aiijni.';<>,i 
profound  Critick  and  suhlime  Composer  who  has  raised  the  importance  of  national  melodies 
hy  his  discriminating  Eye  and  harmonious  Pen.  *^'It  may  seem  necessary  to  apolog-ize  for 
having  dedicated  so  large  a  portion  of  the  work  to  a  suhject  hitherto  considered  hut  of 
little  importance*,  it  is  a  suhject, however  which  I  am  not  disposed  to  view  in  that  light; 
one  wherein  much  remains  to  he  discovered,  and  the  study  of  which  every  lover  of  music 
may  prosecute,    I  am  aware  that  some  of  the  most  eminent  writers  on  the  art  have heen 
inclined  to  disregard  this  species  of  music,  hecause  it  was  preserved  hy  tradition  V 


The  following  Air  is  here  puhlished  with  the  permission  of  the  accurate  Editor 
of  a  most  valuahle  collection  of  the  Ancient  music  of  Ireland-.  It  is  most  assuredly 
genuine  as  my  friend^s  veracity  was  never  doubted  aiul  his  opinion  of  its  merits  is 
happily  expressed  in  the  suhjoined  note  which  exactly  corresponds  with  my  own  ^ 

Aiidanfino  Spirifoso 


^      ir  In 


Iii  _  spiring  foiiixf  of    chearing  wine        Once     more  1 


/r 


fe  ihy  Mav— o  IV 


3^ 


see  "thee  flow 


Help  me  "to  raise  fhe     lay     divine  pro_pifiafe  ihy  May_o        May— o  whose va_loi 


lay- 

i 


sweeps  the  field    and   swells  the  fn^gnpoffame       iviayheavii'sM^powrfhe  Chj^mpionshidd  &  deathless    be  his 

 ,1   f-  I  — .   I     n   ,  T  '  Tf-*-^^  +^ 


This-  iong  is  very  ancient,  and  <  (imposed  long  before  the  time  of  Carolan ,  by  a  poor  dependent  of  Lord  Mayo,  whom  he  had  taken 
from  ir^otives  of  benevolpnrp  ur  :'tr  his  roof,  and  whom  the  fear  of  continuing  in  his  lordships  disgrace  after  having  tncnrred  his  dis  _ 
u -,t r^.  :■   '       .iT  n  ,      n  to  "n<  of  thp  finest  productions  that  ever  did  honour  to  any  Country  , 
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Sewral  Ladies, >vho  do  credit  to  their  Insti-uctors  ^yy  correct perfijrmances  ofVocal  harmo  - 
11)  ,  partidilarly  requested  that  the  following-  beautiful  Irish  Air  might  hearran^d  for  two 
sopranos  and  a  base, placing-  e\ery  note  of  its  elegant  melody  on  the  first  staff  that  it  mig-ht 
he  occasionally  sung  by  one  voice 


SIMPLICITY' 


fi 


m 


Sv>  eet  Child    of       na  _  ture       Love  ly        in    fea-tiire  Lef    me^  cla^p   ihee   ^  in^ 


na_tiire  Sweef  Cliild  of  na_fiii'e    LoveJy    in   fea_iiii'e  Let    meclasp^hee  "^o  jny 
 1  ,  1  , 


breast 


Sveef  Chiia  (Tf  iiA    ______  _  fitre 


Sweet 


breasf  fhoxigh  fhy  humble  iiame's  Siin_pli  _  ci  _fy        Thou  werf     born  for  Man  s  fe 


breast  Al  -  though  t^v  ]^ml)le  names  s'im  Jpli  _  ci  Thou  wert  bar 

K     I*  'm» 


11             foi"  Mans  IV' 
«  .  ff- 


-  P^i  ci_ty      Sweet  Child  of   na_fure       Love.Jy     in  fea_ture  Ttmt  shalt  e  _  ver      be  ca  


-_  c^_ty 


Thou  shalt  e_ver    be    ca  resJi'd 


28 


The  following  Curiosity  is  said  to  one  of  the  most  ancient  Irish  tunes,  althou^ 
it  was  printed  in  a  most  excellent  Book  of  harmony  dated  167cf. 

A  more  familiar  notation  than  the  original  has  heen  suhstituted  and  a  figured 
bass  added. 


CalliiioCas-Tore  me     E_va  Ee     E_va    Ee    loo       ,1qo     loo     loo  lee 


Caucus 
Caidiisll' 

Medius 
Bassus 


Callino  Callino    CalliiioCas_-fore  me     E_va  Ee     E_va    Ee    loo        loo     loo  loo 


^o     loo  loo 


ee 


r.  r  r  I  ri^ 

CalliiioCasjto 


1 


Callino  Callino 


re  me 


E_va  Ee 


;LvL 


Ee  loo 


loo  loo 


loo 


lee 


1 


i 


H  J   ■  \    '      ■      a      II  8  7 

I  have  conjecturally  surmised  that  the  harmony  to  the  ahove  church-like  melody, 
and  to  many  other  tunes  in  the  said  hook,  was  added  hy  the  reputed  Composer  of  the 
bewitching  and  dea^less  music  to  Macbeth,  by  whom  the  Editor  was  addressed 

h 


Thus 

*^'Thou  kindFriend, whose  pains  and  cax"es  l>a\e  been 
To  pu]>!iv;h  1ii;s  harmonious  Magaxuxc; 
Enjoy  iby  Lnboitrs^  whilst  we  sii»g 
P<  ace  fo  oiir  Kafsoii^  Honour  fo  "the  Kiji^.' 


And  thus  by  another  learned  Contrapuntist 

*^Tlu;.se  of  fhy  formei*  Publications,  were 


iillccted,  but  all  these  selected  ai  e 


With  so  much  care,  that  such  a  immerovts  store 
In  so  good  method,  neer  wei'e  done  bel'oi'e. 
This  Book  shall  prove  (where  men  have  souls  to  sing) 
A  musical  companion  for  a  King." 

The  foiiowing  Air  is  supposed, by  many,  to  have  been  the  production  of  Ireland 
although  it  is  published  in  a  Collection  of  ancient  British  Harmony  with  the  Welsh 

title         '^'DlFYRRWCH  GWYR  DVFI." 
Sym 


i 


A  Ground  base  is  one  of  thepeculiar  qualities  of  Welsh  coinposltion 


-N  Nr 


i 


P 


Infhe    Aufumii  1  made  an  ex.-cursion  in  Wales,    Over    ma_nv  a  mountain  surroimded  with  dales  I 

T«:»    n  '  ^  ^  ^  


9^    [   I  [ 

•  ] 

•  1 

•— j  

»-.  . 

»  p 

p — 1 

m— 

left  lofty  Si 

 : 

lOW( 



cn  s 

^  1 

it  br 

eakof  t] 

ie  df 

iy,  Anr 

Sere  tl 

[e.  U  

le  sun  s 

^ — 
etti 

< — 
ng 

an 

' — 
"iv 

ir  ^  t  r 

d  afW^nn-sxay  Int!h< 

?vale  0 

f  Llan 

gnienDe 

_  neaththe  green  shadcsLovesftiHiy  Is  were  Jfiaunted  by  PeasatjpsandMaids 


On  the  Island  of  Anglesea  great  was  my  bliss  Round  the  island  I  saiTd  inihe  Anglesea  Yacht, 

Where  the  wild  Irish  waves  lovely  Llanidan  kiss  While  the  hearts  of  the  Passengers  beat  pit-a-pat, 

Where  the  old  Brit  isli  welcome  is  rendei-M  more  dear,         For  the  wind  during  night  so  tempestuously  blew. 
Where  the  mansion!^  of  Lords  are  all  stocked  with  g()od  cheer,  That  none  kept  the  Deck  save  the  vigilant  Crew; 
For  the  Cambriaii  blood  yet  enriches  their  veins  But  the  morn  becamemild  and  the  whispering  gales 

And  still  in  thfi  I-  hearts  Generosity  reigns.  Reechod  ovir  blessing  the  PILOT  of  WALES. 


WTiether  the  laws  of  Counterpoint  were  known  among  the  ancient  Bard?or  Minstrels, 
is  a  very  questionable  pointy  One  of  their  Historians  asserts  that,"The  Welsh  do  not  smg 
in  unison  like  other  people,  hut  in  many  different  parts^  so  that  when  a  crowd  of  singrers 
nu  et  as  is  usual  in  Wales,  one  hears  as  many  different  parts  and  tones  of  voice  as  there  are 
peiiormers" 

The  fine  oldtmie  of  SHEXKIA''m^yhe  sung  in  the  described  manner  hy  3  Persons 


no_bTe    noble  race 


The  line  of  Tudor  THiimTh'uin  Thmrfrhum  ThumThnm  ThuinThiunSiiir < 


^  crii_el  Love  pur  sued  htir   But  hur  re_nown  is      fled     andgoneSince  cru_el     love  pur_  sued  hur 

^<ti^'«^n:  J  1. 1  J  r\r  ,\    jjj  J  \i  rir  r  J  CJir 

•-^  cru_el  L ove pxtr sued  Kur  cru    Z    _  Z    el     love,  Since  cru_  el     love  pur_  sued  hui' 


cru_el  Lovepitrsuedhur 


el     love,  Since  cru_  el     love  pur_  sued  hiii 


cru_el  Love  pursued  hur  cru  _____    ___—  el      cru_er    love  pur  _  sued  hur 

Those  who  are  partial  to  variety,  andjiivisions, may  sing  the  1^^  strain  thus:  DaiseR^u.  x 

— 


I  Oi     no_Die  race  was  SbeiiMi 


+- —  — • — *  '   '  i^^j  1 — s**-  

m  of     no_ble  racewas  Siienkin  Of  no  _  _  _  ble  noble rac«-. 


-J  iJ  J  J  JiJ-ii 


of    no_ble      race       Of     no_ble  racewas  Shenlcin 


[J  r  I  V  rr\lfU 

no_ble      race      Or  no_bTe 


Of      noble  nol)le  r.'icr 


Of 


racewas  shenlcin 


Of   no  _^T_   ble  race 


^  )  There  is  a  Professor,  at  present,  distinguished  by  the  title  of  Bard^  who  eminently  proves  his  pretensions  to  it  ,by  lineage, 
.  performance  and  publication s  j  in  one  of  his  works  he  truly  observes  that  a  famous  English  composer  admired  the  following 
Welch  Ground  so  much  that  he  imitated  it  in  a  Catch. 


The  ascension  to  a  sharp  4'^'^  was  an  ancient  prohibition          is  now  an  admitted  difficulty         and  when  accurately- 
tuned  a  modern  beauty. 

^  ^  The  harmony  of  the  Cadences  might  have  been  more  complete,  but  the  original  base  and  melody  of  an  Ancient  Air 
(  when  effective^  ought  not  to  be  mutilated. 
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It  is  less  difficult,  aiid  more  usefvil,to  add  symphonies  and  accompaniments  for  the Harj) 
or  keyed  Listruments  than  for  an  Orchestra;  Li  consequence  of  which  many  excellent  collec  - 
tions  have  been  recently  published,  But  as  I  consider  such  additions  to  he  protected  property, 
I  have  not  included  any  of  them  in  my  Examples.  To  a  northern  Editor  I  am  g-reatly  indebted 
for  transmitting"  me  the  following-  apposite  Anecdote,  But  I  should  swerve  from  my  g-eneral 
rule,  and  publish  mattention  to  other  Editors,  were  I  to  exhibit  more  of  the  party^s  names  than 
their  Initial  letters  . 

"  This  leads  me  to  mention  a  circumstance  which       R  the  husband  of  B  communicated  to 
a  party  of  us,  of  whom  Mf  G  was  one.  He  said  that  H  himself  thought  so  highly  of  the  Sym  - 
phonies  and  Accompaniments  which  he  composed  for  my  Scottish  and  Welsh  Melodies,  that 
he  had  a  great  number  of  the  MS S  framed  and  hung-  on  the  walls  of  his  rooms  in  Vienna 
at  the  time  of  R's  visiting"  him!  Such  a  singxdar  compliment  to  our  national  Music  from  so 
great  a  man,  seems  not  unworthy  of  being-  recorded." 

The  moderns  unite  the  refinements  of  the  German  school  with  these  artless  strains; 
But  the  most  learned  musician  of  his  time  accompanied  them  with  such  figured  basses  as 
the  following-,  the  symphonies  excepted,  which  for /i/s  ears,and  Judg-ement,  would  have  been 
too  chromatic. 


Slow 


32— C 


l±=3t 


[jiJ  r  Qxri-'^^Lrx;ifXi-rrir;i^,jmj, 


o 


6' 
5 


b7  I 


Jo'  Joh 


16  G 


3    4  8 


John  Anderson  my  Jo  JohnwJienwewerefii'stac-quaintjYourlockswereHkethe 


m 


ill 


6* 


m 


,  r  n  I'T  !'  fi  V  I'l  r-grn    'r  ri  r  r  r  r'  vr^^^i-- 

raven,your  bonny  browwas  breni^But  nowyotirbiwis  baldJohn,ynurlod«areliJffi-fliesnawjBxrfblessing^ony«»' 


frosty  pow  John  Ander_son  my  Jo 


7  665 

s  4^n 

2*?  Verse 

John  Anderson  my  Jo  John,  ive  clamb  the  hill  fhegither^ 
And  mony  a  canty  day,  Johii,  iveve  had  wi^  ane  aniiherj 
Now  we  maun  to-tier  down,  John,  and  hand  in  hand  well  go, 
And  sleep  ihegither  at  the  foot,  John  Anderson  my  Jo . 


^  I  have  heard  the  first  fI^  sang  sharp  by  those  who  were  deaf  to  Scottish  beauties 


SI 

The  universal  Harmonist  (so  frequently  alluded  to  in  this  work)  Condescended  to  ac  - 
cept  of  an  eng-agement  to  set  accompaniments  for  a  Violin  &  Violoncello  toanlOO  Scots  song-s,- 
i«c  \%hen  he  viewed  some  of  the  words  &  passages  which  g^enerally  appear  uncouth  to     Fo  _ 
reigners,  he  requested  that  he  might  refer  to  me,  instead  of  a  Glossary,  while  he  played  his 
accompaniments  with  a  Piano  Forte,  &  sang  the  melodies :     The  Violin  part  to  Todlenhame 
pro\  ed  so  delighting,  that  with  it,  &  the  melody,  we  formed  a  Vocal  Duet  j  after  which  he  ob  - 
ser^ed  that  when  he  was  first  requested  to  harmonize  this  Air,  he  proposed  to  relieve  its 
monotony  by  a  progression  to  some  of  its  relative  keys^  But  the  attempt  convinced  him  that 
modulations  &  contrasts  would  destroy  its  character  &  prove  less  pleasing  than  its  repeated 
passage. 

Moderately  Slow 


bid  me  g;ae  by;  O     poverty   parts  good  con^pa— ny.  tod— len  hame      tod  —  len   hame    Ol  coud  namy  love  come  to:l -.len  hanit 


A  great  &  original  geiiius  in  this  Art  &  a  professed  admirer  of  the  Scotch 
songs  (some  of  which  he  published  with  an  accompaniment)  used  to  say,  that  he  had  blotted 
many  a  quire  of  Paper  to  no  purpose,  in  attempting-  to  compose  a  second  strain  to  that  finef 
little  Air  which  in  Scotland  is  known  by  the  name  of  The  Broom  of  Cowden  knows . 

Ail  ing-enious  German  accomplished  what  baffled  the  Italian  by  annexing-  the  fol-- 
lowing"  to  it 


The  Air  as  it  was  sung-  by  the  original  Macheath  &  Polly  in  the  season  of  17  2*7 — 8  ar, 
ranged  by  one  of  the  most  learned  Contrapuntists  of  that  Period. 
Slow 


The   Mi-ser  thus  a   shil-ling  sees^Wiich  hes  o  -  bligd  to      pay  sighs  resigns  it      by  degrees,And  fears  tis  gone  for  aye 


G 
6 


(a )     The  pre  sent  Macheath  sings  the  C  tnarVed  flat  in  the  sixth, bar  which  p reduces  an  effect  that  has  delighted  our  greatest  Theorist 
It     i  1 1  .1  i>nt:ir  strange  til  at  a  flat  should  be  used  for  a  natural,  but      it  is  in  the  Doctor  s  Score. 


3—      A       orite  singer  of  the  followiTig  elegant  Stois  melody,  was  accom|,jatued  111  the  y<-'vir  I77l  b)  icut 

the  greatest  per  formers  in  Europe,  and  the  voice  was  supported,biit  not  overpowered  b)  tlic  e^tpt- 
sive  finger  of  its  ingenious  Harmomzer^ 


oboe  Solo. 


■yu  J  J  j  J  rj  IJ  j  J  J  J  J  I J  J  J  J  J  J  IJ  J  rj  n  i^-  [j  [j  if  r  r  rf  ri- 


m 


Voice 


Be_neath    a     green     shade       a        loverly  young  Swain.  One 


Fiano  Forte  onl^ 


7^ 


Evening     re_  _  clind     to   dis—  co  „  ver     his      pain  ^       so*     sad  yot  so    sweetly  he       war  bled  h 


TTrine 


U  Violijio_ 


Moe  The 

winds  ceasd  to—  b 

reathe  and  the 

J    j  r 

Foun_tain 

s  to     flow            Rude  "Winds with  com  pas_  sioncou!d 

afi  art  ^ 

^■"^  Piano 

Forte      1  , 

f — ■ — 1 — 

• 

> 

m — [- 

 ^ 

i" — r — ' 

■ 

The  composers  of  sympho  niea  and  accompaniments  to  Scotfsh  Songs^mayprofitbythisexcellentniodeltofashioncthrrs 


33 

Ritornel  at  the  end 


Jiear  him  com_plain 


Yet      clo_  e     less      g^n-  deaf    to       his  strain 


r  p  p 


»  f  (t  !■      f  f- 


 Yiola   ^     ^   ^         ^/^   '  ^ 


Ritornel  for  the  end  of  the  2*?  Verse 


84. 


Oboe! 


Voice 


cres  is  'S^ 


7 


V 1  ri  n  n  al 


Ritornel  for  tlie  end  of  the  3 ,  Ver  se 

-TV. i.     i^i-i.  I  III  II II  III  irjntfl  n 


3S 


^^^^^^^ 


S 


Piano  Forte 


 '  n- 

^^^^^ 
-1-^ — 4 — ?— — '  i  1  1  1 

 ^ 

p 

IS 


SI 


lengthens  despair  that  lenthcns  de 

I  ad  Litivfum  ^   ^ 


Bxrt 

I  I  ad  LiUium   

77]ji,i.n^|jjP%ii  .  ^-ir 


This  judicious  interniption  of  thepeifectCadeno 
^  _J^^^       ^  js,^  ^   '  afford  singers  a  favourable  opportunity  of 


5S 


i 


'3 


displaying  their  Fancy  and  Feeling  ,which  ^diences  too  often  applaud  during  the  concluding  Symphony. 
Vim.. 


Dunn?  mv  Infamy,!  m  ;is  taught  to  play  and  sing  the  folloM'ing  Airs,\i'hich  ^t'cre  then  called  Border  Tunes ,  and  as  many 
mv  Subscribers  Honour  tJu  ir  native  c6unties,Durham, Westmorland, and  Northumberland; for  their  gratification  and  to 
^•Uniont  the  Collectors  stock  ol  printed  rarities, these  hitherto  neglected  Flights  of  Fancy  may  prove  conspicuous  figures 
kn  the  'rroiipe  of  national  Melodies  .         >  _ 

THE  KEEL  ROW  . 

-".this  form  if  may  he  /I 
•s'nigAvith  a  Voice  of  conii- 
'cn  comp;iss,or  played^" 
\)vti  any  fashionable 
.istrument . 

!.  l^■e  frecjuonth  heard 
%»-iTh  this  hackney 'd 
mo  forte  accompani-  ^ 


fa)  This  natural  simple  Air,  is  an  universal  favouriteand  perform'd  by  the  Duke  of  Norduimberlands  Piper,  in  a  ch;ir;irter_ 
f-stick  manncrjMhich  notation  cannot  vi-eJl  describe,!  have  various  copies  of  it,but  as  ihv\  iia\  c  been  composed  for  an  Instru- 
;iv  nt  sdcioni  heard 't^-ith  astonishment,  except  on  the  borders  of  England,  a  publication  oi'tlicm  might  ha%-e  proved  an  inissen- 
t>:\\  i-art  ol  this  w^ork,Th!  refore  the  arrangements  for  the  Vizno  Forte, Harp,violin,and  violoncelio,beca.me  a  natural pr<  i 


86 


The  BL ACK,and  the  GREY. 


Pleasant  and  JocimcljTjut  in  a  told  emphatical'manner , 


THE    LITTLE  LAMBS. 


ejif  rrrrr 


P 


A — w^ake    ye-  dull  sluggards,  the    dews  off   the      grass.     And     each  blooming    shep-herd,  con- 


r 


5^  _  ducts  his  sweet  Lass,  To  thoj^HiUs  of  the     Borders, for  to  hear  the  little  Lamhs, Crying  ma 


The  .Maidens  are  warbling  their  pastoral  lavs  * 
The  Swains  are  all  skip  pi  ngj^e  Fairies  and  Fays, 


"All  nature  is  cheering,j^e  month  being  may. 


  ,.   -  «^  „  The  Sxms  brightest  ]ustre,enlivens  the  d^ay. 

And  besides  it  is  a  pleasure, for  to  hoar  the  little  Lambs,  On  the  white bTos,som'dHawthorn,are  perch'd  the  pretty  birds» 
Crying  ma  ma  ma  ma, for  the  loss  of  their  Dams  .       ^     who  sing  to  the  Heart, more  than  MUsic,vitH  Words  . 

The  shepherd  and  shepherdess  envy  not  wealth. 
The  treasures  they  prize  are.  Contentment  and  Health, 
And  long  may  they  nurture  their  innocent  Lambs, 
That  bleat  on  the  Mountains  for  loss  of  their  Dams. 


THE  RUNNING  FITTER.  .37 

The  chromatic  Semitones  in  this  tune, giA-e  it  a  modern  colour  .txit  whether  it  he  an  Oi-i^inal,or  a,Copy,a  neat  execu- 
non  of  it, has  long  been  considered  the  necessary  attainment,hy  the  preferred  Hopping  Musicians .  (a^ 

Playful,  and  Dctach'd. 


(a)  A.  Hoppingjis  an  annual  Festivity, peculiar  to  tlie  northern  parts  of  England^ai  which ,Ilelatives, and  Friends »iningJe 
in  tJie  merry  Dance,  and  the  >'hole  scene, is  a  gratifying  Picture, of  active  content* 


GAN   TO    THE  KYS   VI   ME   MY   LOVE.     Or  the  Vidows  Uitty  itc  Lsr  Child. 

This  affecting  little  Song  woulr.  ;iave  enh^mced  the  viilue  of  the  most  volumimoMs  Coilaction  of  IfaPissial  ravouxites; 
Therefore  its  first  appearance  in  print  here,  is  a  strong  pTocf  that  it  did  aot  origimate  either  in.  Scotiandlreland,or"Vral,es 

K     1^     N  1  c  :  1  k  c  H  0  «    .     J     k     b-     N  i 


S  low  and 


to 


m 


-* — * 


 -     Gan  to  the  Kye  -t^i  me  mv  sove,  Gan  to  the  Kye   wi     me.        Over  the  t^nor  and  t!:; rciifih  the  Grove, 

expressTve;  '  -         '     ^  '  ^     ^  ^  jj^.     »  j®. 


i 


N — 


III    sing  ditties  Jo „ thee  ;       CUSHIE  tliy  Vei      is  lowing    a  -  round  her  poor  firstlings  shed. 


Tears  in  her  eyes  are  flowing, Be  -  cau^e  little  Colly  lies  dead.       ^   ^ 


SECOND  VERSE. 


."  ^  <|  J  -i- ■ ' '  ^-n^ — '      '       '  *  ,W  J,-i  J  I  W  ,  *  k      I,'     I  I 

All  our  fine  herd  of  Cattle  thy  vigilant  Sire  possess'd.  After  his  falLin  Battle,  By  REBEL  chieftains  were  prest: 


KINTE  nowis  allourpropertyLeft>y  thyTathersWill;Yetif  wenxn-seitwatchfullj'^\Vi?ma\'\tingeerenou^still.  Gan  to  the  ^yjfc 


38 


The  motto  of  his  Grace  the  Duke  of  Northiiinherland. 


As   courage^imfhfc     nter  _  .  cy  Are  af-fHlnrtes  sublime^  The    iio-ble  line  ot     Per  cy  Wll 


AS   courage, tnrfh|&jneit!yAre  af_fributes  sublime,  Tllfe  no_ble   line  of  Percy\vm 


^  *^         live  as  long  as  fime:  * 


A     Per-cy's  a  _  ni  _  ma  for       Is     Per  _ 


live  as  long  as  fime 


Percy 


's     a  -    iii—mafor  Is 


cy  m  re_vjew, 


r  1 


s     Per_cy  iJi     re _ view, 


Percys  CO n_so  .-  la  for   is     Es_perance  en  Dit^u 


~  A  Percy's  can-iola  —  for  EsZ^jera  nee  en  Dieu  if 
2  .Verse  affectionately  i 


rinf 


5^ 


.   ,1 

E  _  li  _  zabefh's  re-in-m  _  Lr.-5iice    Er.iploysl  lie  grateful  tongue,         E     _  li  _  zabeth' 

 I*  '  »    *  -        .  I  •    I*  ^    -  ,     -  "r    •  ^^ 


blance  By 


,.  _ — 


-jP  '  '  '  ^ — KL—t^—  — lA-j  ^'^^^^=F  

E_li  —  zabeths  reii)e"''u'<^«5ceEin,)lriy}itheg;i-atefultoinexic» 


li  _•  zabetli  a;  resari])l<' 


nnceB 


m 


r  f>  I 


age    and  youth  is    sung:  Thv  fon_der  M<>_fher  lov- ingWife  A     pat  _fem  f  o   pur- sue^ 


E. 


age    ait-l^ifh         su^t^-  The  ien_fitM- >lo-fher  lov  _  ii'SWife  k.    pai_fernfo    pui-_  sue, 

:pWithfreqce^syelk&:softenings 


E_li  _  za,closd  a    life  With  Es  _  pc_rance  en  Dieu 

Var!ation|  -  k 


perance  en 


Es_  pe_rance  en      Dieii^        E  li  _  za  clos'^d        mortal  life   With   Es- perance  en  Dieu. 

'       "       -    -   ^  '  ^ 


Dien   With  £s~_  pe_rance  en  Dieu  E-li  _  z'a  closH       life   With  Es_  perance 

n    Increiisetht  ^odnds  graduully  strongei 

m-  -  — • — ^ — ~'  ~~ 


ince  en  Dieu.  ' 


Variation 


— H — ' — ' — b — ;  — ^ — ^* — '  — I  — s  J — J  '   _^ — 

vir_fu<'nislife  V/ith    Es  _  perance  en  Dieu    With       Es  _  pe  _  ranee    en  Dieu  _  _  _  _ 


closd  berlife  With    Es  -  peranee  en  Diieu    Wth       Es  _  pe  _  ranee   en  DUeu  _  — 

By  an  act  cf  Beneficenrf  A  desponding  family  was  raised  to  the  height  of  Contentment,  after  which  the  Father  and  Son 
(.having  brr';  temporary  Bordtr  Mus  icians)   composed  and  sang  the  above  Duet  in  the  different  manners  described  in  the  Variations 
DiitXfcjS  was  bount y"s  ♦^'ii-^  and  Gratitude  was  due. 


One  of  the  greatest  promoters  ofthis-\ppendix,  "with,  an  atac?ity,that  T  shall  hold  in  remembrance, introduced  m(\to 
(lir  Oi»Tiers,and  Captaiu^qf  a  ship  bound  to  the  Columbia  River, and  mannd  partly  with  Canadian  VQvagers  ,^^  ho  sang 
their  i\attS  c  Airs,\ihile  they  paddled  us,M'ith  astonishing  velocity, from  the  short  to  the  ship,  as  veil  as  tip  and  down 
thf  Thames.  During  which,I  pencil'c^  several  of  their  monotonous  Melodies, and  the  Gentlemen,( above  alluded  (o,) 
had  tlie  goodness,to  transmit  me  the  words  of  those  Songs.  But  their  prolixity,  and  want  of  Interest, induced  me  to  suh- 
i»titute  the  following  lines, to  the  first  Tune,  ^rhich  on  revisal  appeared  an -Archetype  of  those,  which  are  suppressed. 
The  second  is  a  more  graceful, easy ,  and  flowing  Melody,  but  less  so  than  the  third 

THE  FAIR. 


39 


it 


Sh«rzando 


K  K  P  ^ 


Lets  hie  away  to  the  Fair,   Lads  and  Lasses  are  ther.e,., Kill  iuigL  sor:«-rov/,  and- care,. 


4 


Fo^zando 


3S 


m 


fz 


sf 


m 


Nothing  their  bliss  can  check,  Aiid  should  the  Damsels  be  kind,  We  U  be  gay,For    Joy  shall  dance  m  the  mind 


•     G  I  \(y\'e  liTic  Annette, 


1        Lr                '       '  — — '                    '                  "  Ringlets  col ourd-vt'ithiet,       part  Oi  the  Tune, 
*  /  .,    .  rmf       TPTiTita  -   


Love  shall  pl-y  . 


3 


i  I  .  I  I  i  I  I  \-i—r^ 
R.inforzando        *  *j , 


Tenuto 


(c) 


Curl  on  her  Swan  likeNedc, 
if  the  Damsel  be  kind,    ittha  Da^rsselbe  tind, 
ill  be  gay,  "We'll  be  j^-ay 

joy  shaU  dance  in  themindJtJy  shailidaAceinihemind, 
l.o^t:  s  ha  U  p  1  ay,  Love  sh^Ji  p  lay, 

La,Ta .  La,ra . 


Moderate 


The  Canadian  Canoe  Mens  Song*, 


2^ time  Chorus  with 


while  our  fleet  Ca_  noe  we  paddle  »Thro  the  rippling   si'v'l  ry    waves.  Safe  with  in  our 

4    i   j!  y 


^^^^^^ 


pi 


a    ra  la  ra 


la  ra  1: 


la    ra     ia.'^y^'^  ^  sf  f  ♦    S  "       1^  . 


buoyant  Cradle.Thus  we  sinar  our  merry  meiry  staves,  .  . 


4—+: 


3^ 


1 


2^  Stave 


choriis 


if  we  spy  a  Tar  in  danger* 
Sv/ift  we  fly  to  his  relief, 
whether  he  be  Friend,or  Stranger, 
Scon  we  dry  his  Pumps  of  grief. 
La  ra  la . 


tlow  urtsusi       -OF)  vE-.sS  t;on'iv»'"a»jBi  si  Poe  want  of  the  tej-  r.ofe  in  rheRas; 
3 S  lave 
Sweet  to  sa\-e  a  fe'3:.w  Crearnrc-j 
Sweet  iG  feel  ihe  blest  reward, 
G!»wiiiig  Hearl*i,;jud'smii!r,g  Features, 
We  that  ply  Canoes, regard . 
La  ra  la . 


fa)  sherzando ,  means  in  a  playful  manner  .  '• 

fb)  Forzando,or  sforzando, or  their  abbreviations, fz, or  sf,to  force, or  give  emphasis, to  one  note^ 
(c)  Rinforzando,  or  rinf,to  swell  the  group  of  notes,  to  which  either  of  them  is  affixed. 

fdj  Tentito.to  hold  on  the  notes  of  the  chord  their  full  length, This  last  Technical  Term,  stands  under  the  chord  of  tl;e  di- 
minjshd  seventh, which  is  followed  by  a  too  fashionable  resolution, that  I  have  heard  one  of  the  greatest  Tlieorists  of  the 
V  censure .  '  ■ 


4^0 

*  *  Derrie^re  c  hez  mqn  Pere''  as  the  french  title  to  the  following-  Air  whicli  has  been 
puhlished  in  a  collection  of  Chansons  de  Voyage^ hut  not  for  three  voices. 

Whoever  attempts  to  unite  regular  poetry  with  this  melody  will  find  it  a  difficult 
undertaking".  ^Any  alteration  of  its  oddly  measured  Phrase  will  lessen  its  impressive 
orig-inallty. 

Vivace  ma  >on  troppo  Presto 


On      the  margin      of    a.      lake.  Wli ere    the  ri_Aai_lefs  nie_an_der, 


Where    the  minstrels 


On      the  margin     of    a      lake,  Where   the  ri_vxi_lets    me_an— der,Where    the  minstrels 


1 


J I J  j  J  J 


_dir  SiU  mv  fi-thU    ho  •  s. 


t>f    '♦^en  wan 


^5 


in     ^v'ncJi  oni    siiai— pie     fun^s  are  taught  Vklth 

•   r  r 


Ml 


of  _  ten  wan-der  Stands  my  fa_thers  house; 
fa     sol  sol 


Careless  Jacques  is     oft       at   fault  And 


P 


1, 


Do  re 


fa 


mi        Then  theCa^chand   Glee   we     take,     While    the  tune_fiil 


k  C 

> 

1  rtr 

• 

•— 

 ~r  1 

Harp    ex_-cites  iis,    While     the  3:Tir_mo  _  ny      de_  lights  us        In     our     fa_thers  house 

r  -  J .  i  I  I  E^^E^j^  .  f  f  f  ^  .  I  m  r  J  J  ' 


jHarp    ex._cites    us ,  While      the  har_mo  _  ny      de_  lights  us        In       our  fa_thers  house 

2?Verse  ,        ,  -  ,  I.I 

J  ,  J    I  .1  I  I  J  ■• 


P 


Now      the  *me  leaf  ri  plant's  m    bloom,  Corn  is      yel_low,  Fruit   is    mellow,    Herhs     the  hills  and 

SOAVB 


'I        J       .1  i|,J 


dales    per_fume  Be  _  hLd  my  fa_th[ps   hmise^      Two    pXt  _  ty  birds,That  whis_tle       J^*^*  com  _ 


dales     per-fume  Be  _  hind  my   fa-thei's  house; 


y  The  musical  and  poetical  accents  will  be  at  variance  unless  the  Verses  to  the  first  Section  begin  with  Trochees  and  end  pro 
miscuously  with  female  Rhimesjl  2  •      i-  ■        u  • 

None  of  the  measures  of  english  Prosody  will  express  the  limping  feet  of  the  J.  strain  Yet  the  air  is  one  of  simplicity  s  charms 
"Didst  thou  hear  those  Verses? 

Yes    I  heard  thern  all,and  more  toof  for  some  of  them  had  in  them  more  feet  than  the  Verses  would  bear   


pletely      and         sweei  ly,      Taiight    by  h'ap_py    Shepherds    pipes^  Tend^-  iiTgfiocJcs  up 


r  i !  I  ill'  t'l 


Taiighf    by  hap_py    Shephei'ds    pipes,   Tend  ingflocks  up  _ 


on   the  inouniainSj   E _  choes  fiom  the  neighbring 


ighbring  loiinfams  Chf 


Charm  my    fa_fh^rs  house 


(gff 

•  

P — 1  ! 

• — 1 

■ — 

• — J  

p — •  »  ■ 

\^ — 1 

3^  Verse 

»  j  J 


J  ^  I  J  J  J  J  i-^/f  I 


f  -•  M  I'  '  r  r  r  r 

Ja  _  den  with  f he    fi_nesf  pel_frv  Then 


When  the  ten  oard   skiff  a'r_  rives  L 


pel_fry 


r  r  u  I 


the  boatmen's 


When   the  ten  oar'd  skiff  ar  _  rives      La  _  den  with  the    fi_nest  pel_try    Then     the  boatmen's 

Spiccato 


*  J  j  J 


J  I  J    J    f  f=Ff 


J  I  J    J  J 


P 


f    t  '  :    r    r  f 


happy  wives  Sur_  round  my   fathei'^s      house        They  smile  and  sing  ting    ting  ting  ting  While 

J  I  Salterello 


3 


3u- 


happy  w^ives  Sur- 


round my   fathers      house       They  smile  and  sing  ting  tjing  ting  ting  ting 


—  py  with    em  _  ployment   nill      >*pne  art 


^1 


bundling      their  bea  _  _  _  vers       Hap  _  pV 


tt  0 


e  grievers 


ting  ting  ting  "ting    tinka  tinka  ting      Hap  _  py  with    em  _  ployment  fiill      None  ai'e  grievers 


None  de_  cei  _  vers    La  boiu-s Sons  are      ne_  ver     dull     Be  _  hind  my     fa  ..therms  house. 


.   The  six  Chapters  of  musical  Rhythm  in  which  the  following-  citations  occiir,deserve 
to  he  reg-istered  in  the  memory  of  every  Composer.  "The  disposition  of  Melody  or  Harmony 
in  respect  of  Time  or  Measure  is  termed  Rhythm.    The  knowledge  of  this  Rhythmic 
suhdivision  of  Melody  is  of  great  importance  in  practical  music  as  the  singer  must  nottake 
hreath,  nor  the  Performer  on  keyed  Instruments  seperate  the  Notes  in  the  middle  of  a  footV 

It  is  not  enough  that  nothing  offends  the  ear,  but  a  good  Poet  will  adapt  the  very 
sounds,  as  well  as  words  to  the  thing  he  treats  of. 


M'^o  cannot  omit  rcmarlcing  to  the  giory  of  Tasso  tjiat  the  greatest  part  of  the  Gondoliers  can  recite  by  heart  the 
I  liicf  part  of  the  Jerusalem  Delivered,  that  many  know  it  entirely  and  spend  the  night  in  their  Boats  singing  it  a|terna- 
ii\clv  from  one  Vessel  to  another,  that  it  it  is  assuredly  a  most  inimital^le  BARCOROLLE.  Homer  alone  had  the  honour 
/)( Tore  himself  of  being  thus  celebrated, and  no  other  Kpic  Poem  has  since  met  Tidth  similar  reno\vTi"    i  transcribed 
tiiis  article  from  Rousseau's  entertaining  Dictionary, {  for  a  memorand[rm,)the  night  before  I  left  London, for  Italy, 
ulierej  easily  ohtuinedthe  Music  of  these  Curiosities,  and  I  exhibit  them  to  the  reader  without  the  alteration  . 
of -a  note, word, or  accident, 

Passag-allo . 


===# 

T~  r 

-1  r 

il  violino 

Tartinis  Notation 

of  the  .   

Aria  du Tasso. 

as  sung Tjy  the  Adagio  quasi  Recitativo . 


OTTAVE  FIORETINA. 
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I 


0  I  # 


'  9 


Intanto  Eminia      fra     I'ombro^  se     se    piante      D'anti^ca  sel_va  dal  Cavallo  e' scor  _ 


3Z 


i 


#6 

6 


_  _  ^_ta      Ne  piu  gover  na  ilfren  la  man  fxe  mante      E     mezza  qirasi  par   tra    viva  e  morta» 


 ^H^T  

— J— J 

^  5 

 1  ^ 

4f  if-  1 

3  . 

6 

-3 

 f—  

s  s 

1 — 

Pertanfe  strade  si  raggira  er  tanfe 

ll  corridor  che  in  sua  balia  la  porta 


^^Che  alfin  dagli  occhi  altrtii  ptirsi  delegna 
•    Ed  e  sover  chio  omai  ch  altri  la  Segua  . 


TASSO 
alia  Veneziana  . 


In_tanto   Er_  mi_  nia       fra  l  ombrose     pian  «.  te  Danti_ca    sel  _      „  va  dail     Cavallo  e" 


SCOT  .  ta 


Ne  pixi  gover'na  il     fren  , 


lamantre  m:m-i      te      E  mezza  quasi 
U  


i 


pa 


tra  viva  e  mor  -  ^^..^^..^^ta. 


Per  tante  strade  si  raggira  e_tan_  _  _  _  te       ll  corridor  cJiein  suabalia  la    por_fa  die  al 


f   

fit 


da      gliocchi  al     trui         ptirsi  di 


le  _  ^  i  _  gna 


Ed      e        so  _  Aer    chio  o_ 


1  gL_^*'-- 

^3  1  J  •  M   

ma 


i      ch  altri   la  se 


gua. 
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Each  succeeding  Key,  in  the  folloAvihg  Circle,  has  one  sharp  .more  marked  at  the  beginning 
than.the preceding  ,  and  the  last  sharp  is  a  semitone  helow  the  key  note. 


Prelude. 


m 


3 


From  here 


llVi''^'frfrifh'ii|,;^,rj.- 


The  numher  of  flats  is  reduced  hy  degrees  until  the  modulation  announces  the  Key  of  C;  and  the 


.1  J^JJ  i 


'  ST 


3^ 


1  'Y  r  .f     r  i  rrr^r 


last  flat  is  a  4  .  above  or|  a  |  5  .  |  below  itheW  Key  nlote 

 ^ — . — J  j  M  I ;  J  J_^M  M 


I   I,  J.  J  ^  i>    I  J'-''^J''^"l°'"liJ.iii.l'i'ii'l  J    ;  "'iil'',  j  -  .  , 


r 


1^ 


TTW 


The  modulations  in  this  artful  Prelude  are  effective,even-w'hen  expressed  hy  Instruments,suhjecf  to  temperament.  But 


-r— -- 


f  r  c  'f  r  r  [    . .  f 

i-vatinx  DV  the  lately  i        '  '~ 


they  are  rendered  more  capifl-vatingby  the  lately  invented  EUHARMONIC  ORGAN; For  which  Desideratum  the  musical 


invented  E : 


r  r-^r  ■  r 


r  iJ^  -11 


I 


hose  Essay  tUeAuihor  oithi 


world  have  great  obligafioils  to  a  worthy  ingenious  clergyman,fromwhose  Essay 
much  information , 


this  work  has  derived 


\  1  t 


The  above 
ha-^-e  ceme 


Composition  and  anecdote  A>  Iwere  presented  to  me  by 
nt'^d  Gmtiiitde  and  FrVf-ndsl/ip,  I  Have  thefcFore  pwblishi 


■  Cj  ■   \j0   ^  "f~'T|  

ticLable  brothcT  '^P/^Fe.>isor,\n'hoAe  mtrtt-J- and  tru  I, 
—  Jtu   r:J,._J..  • 


an  es 

ed  them  with  c  .■>nfidenf  e. 


Marcia  di  Lutto  del'  Rtg-i>-^9  Real'  Palermo. 


Canti 


Fagotto 


In  so_li_ta_Ti_o    scoglio  miro  il  mio  tench e  parte        e  ilsendiparteinpar  te    dnnclnlmio  do. 


^  \  1 

mm 

^liiiii — Lq  g_L 

t:  >  J  J 

to 

I  - 
'H'-H:  

II  'i:  r  1 

J^N    J  , 

fi  ^   -  1 

 r 

1  |il_^_i:_J_LJ_IL 

)r            e  il  Sen  diparte 

P^fl   o  1 

in  parte 

cti  TideAmio  do-1 

4-^  H 

or  1 

TJ?3  J^f. 

interne  m 

lO  coi 

— _ — 1  -1 

•  doglio 

K  I 


i 


i 


i 


ciy-Iio 


es  prime  il  messo  ciglio 


ah'cl^e  non  val  consigHo        ncl  c<°ntro  del  do->  lor 
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4: 


£1 


.       •  ^  \  1  T  V  ^  .  , 

all  clienonvalconsiglio  nel  centre  del  do  iOt 

4 


an  che  non vaJ  con  siglib    nel  cenfro  del  do  lor. 


During  the  public- funeral 
oF  a  Prince,  at  Palerioo,the 
heart  of  that 'Naval  Hero 
(whose  VictD Ties  astonished 
the  M'orldj  was  melted. even 
to  tears, with  the  solemnity 
of  the  above  Composition. 


piangPiie  fcrmo  oh'  Dio 
Le  fugitive  veto 
xc  con  le  mie  fjiwr-rele 
S;  fa  pio^oso  il  mar 
Anxi  coi  piaiifo  mio 
Hiii  la  sua  lorza  cresce 
Con  I'onde  oJam^?  si  mesce 
ll  calrio  lagrimar. 


Dei  miei  Tnartiriilfuoco 
Cres'  c  la  forxa  al  vento 
E  in  un  iafa!  niomerito 
1 1  frarl;t"()r  l  uggi 
Ah  intuit)  aiquesfo  luoco 
Come  fra  '  rife  pene 
ItTjuesfe  sor<ie  arene 
Lasci  ti  tuobeaTiOsi- 


By  Command,  the  Maestro  di 
CapeUtt  presented  the  benign 
Horatio  "with  a  manuscript 
score  of  if,wnder  the  title  of 
which,he  wrolel'Should  aChoir- 
and  Band  accompany  my  remains 
to  ihe  Grave,  Let  this.  Heavenly 
strain  be  my  RequiemJ' 


Vhen  C  is  written  for  B  clarinets,  the  tone  is  3  flat.  "VThen  C  is  written  for  Horns,  i!iiark\i  at.the  cliff  E  la  fa, 
tlie  tone  is  E  flat.  'Tis  not  the  most  general  method  to  express  parts  for  Clarinets  and  Horn's,l>y  Tenor  and  Bass 
cliffs  ;  For  were  the  above  played  upon  violoncellos,  the  tones  would  be  an  octave  lower  than  they  were  intended  by 
their  Composer,  who  was  a  conspicuous  master  of  a  Conservatorio;  therefoxe  his  Score  has  not  been  altered. 

The  following  ingenious  accompani^nent,  to  a  striking  vocal  passage  form'd  with  two  notes  only, is  for  B  clar. 
inets,  oboes  and  Trombones :  The  sounds  of  the  clarinets  are  here  denoted  by  the  treble  cliff  and  the  pitch  of 
the  Instruments,  but  those  of  the  Trombones  are  directed  by  Tenor  cliffs. 


clarinetti 
in  B 


oboi 


Tromboni 


Il  : 
Comendatore 


Adagio 


r'\  I  ritt 


p'r  r^'  ^  r'  ^  r  r  M-'F 


Di__xij4exiim-rai  pria  dell'au^ -ro  -   -  ra       Ri-baldo    au     dace       lascia  a  morti  la   pa  -  ce 


Bassi  e 
Crombonim 


1  sounds  of  the  Trombones  have  also  j  been  expr 


The  rea 

accommodation  of  Performers  on  the  Harp 


een  expressed  by  Treble  and  Biss  cliffs,  for  the 
or      ano  Forte  .  ' 


4,8 


A  few  extracts  out  of  the  IVIessiah  with  additional  Accompaniments 

Th<'  chaste  style  &  sweet  voice  of  a  well  rcmrmbered  &  much  regretted.  Oratorio  Sing-er,  would  have  been  renderecl  inaudible  by  this  intrusion  of  wind 
liistraiiicnts  during  a  division.  _  v  N  N  ' 


These  ihott  se>»>3o.'is.':i  sr*  effective 


^7  j  ^  I  ^     d  a  The  accbmpariirnent  to  the  whole  of  this  divine  Duet  is  adnnrable^and  renders^ 


ALTO 


O  Death      O    Death  where  where  is  thy    stinir  O  Death  where  is  thv 


1;  is  eviueut  that  the  judicious  Composer  meant  theVoice,&  not  the  Instruments  jto  express  this      I   ,  The  (ciisui  ■  ■  ^  k.  dpplauders  of  the  ArcompI.t^J^is 
comlortin^  &  animatinjf  Climax .    j  ^tongare  eqiiall)  num.  rous  &  \iolent,however  it^^ 


Iiigfnioui  imitations  upon  animpre^sti 


stive  bass 


Aharnionif)usdisi)c-><ioiiof  tlieflmdanieiital  disrrv^. 


6(> 


viol  I  no  1 


do 

Viol  mo  2  • 


Mandolino.- 


S  ERENADE  . 


Don  Giovanni 


f-O-^rr^ — 

m 

 ESI— 

1  i.nTn  1 

,  M.mdolir 

to 

les  are  f 

referred  fo 

r  the  pr( 

)mine 

nt  Instrumentf 

5  in  Seren 

ade 

J  J  J 
s;  But  this  c 

harming 

'  "TFT  ■  - 

-^-^-.-.^^ 

W   •!  d  d 

^^^^ 

y© — r  }^  ia,iii.Li 
Allegrettc 

fair-— 

■  ■- 



1^  w  4^ 

4 — /-^^ 

I  k.  K.  k.         K.  k.         V  r-T— I     k.  iJen  vieni  ai  la  nnesTr;. 


Dehvienialla    finesfra          O  mio 


Pizzicato 

Composition  loses  none  of  its  effect  ,\»rh ether  the  obl  igate  part  he  play'd  on  a  Violin  or  Piano  Forte. 


m 

4^ 

 r  

4^ 

9m 

=  1'  -tr  7 

1  r  •  ^  1 

so_  -  rolDcJi  ^iem  a  consolar       il         pianto  mi  o 


■  .Se  neghi  a  me  di  dar     ,  qua! 


-K — 


i 


J  iTj=3^U4i44Tft-'T:-4-7-^-J--'^^ 


I 


die  ri  sio        ro  da  vatiti  agliocclii'tuoi     mo-  ^  -^i   \'\c;li  -  -  o        Jv  _^         J  j   J  ^ 


2 ,  Sfuus^ 

Tu  cli  hai  la  borca  dolc  e  piu  r  Ij-  li  ni<  l<  , 
Tu  che  il  Zacdiero  porfi  in  ni-  /.ao  il  t  on^  I 
..veil  csscr.^io-ja  mta,r""  '^i"'  '  f K  I 
rus(i;i  (i  ;i!m''>n  redcr  niio  hr-l !'  jinore  I 


The  Masters  instructions  to  his  favourite  Disciple  continued  from  Page  50  of  the  iIntroduction,\thich  Exercise  comprises  <51 
Imitations  of  Fugues  hy  different  Counterpoints,  all  constrained  to  harmonise  wiih  four  bars  of  melody  . 


12 


P 


Jjiififfr^^^' 


ii 


Ii 


12 


12  Hetthe  accompaniment  occasionally  rest^that  you  maybe  enabled  to  write  aDuet  or  Trio  as  -well  as  a  Quartet. 


m 


^|.u.fiffrtr|«fif|n|tw 


i 


'ijJi.JjJlJ. 


P 


4 


13  .  Introduce  various  poinf5,and  let  some  of  them  mave  in  Canon 


^     13  .  Introouce  various  point5,ana  let  some  or  tiiem  mavem  Canon. 


m 


n  13 

it  f 

frffT 

-U-i-Ui-:- 

iprifrrn^ 

pE— ^^^^^ 

1  iri  1" 

I, 


13 


m 


p 

-rirffrri 

Pi 

•    •    m  .1  m 

m 

UM4 

m 

'  * 

^2 


(to 

■fTTT" 

,4L  -—j-;-—   ^  f 

-"S-p- 

i 


f'-nrrfriffii 


to  the  8*^ 


1 


Different  Counterpoints 


*  '  y  «l 


to  the  8* 


s 


w 


the  same  to  the 


to  the 


A  difficulty  seems  to  have  arisen 
here,as  the  notes  are  not  legible. 


\ 


Proceed  hy  different  Counterpoints,  first  to  the  10  .    and  after  u  ;4rds  to  the  12^f 


\^                                       '  tothelO^.^ 

iiirirfJJ|JJrJ|jjf^^^irrrrifrrfirrir 

JjfriJ-y^'irririi'iiifTfjfTrrnT^ 

iiiii'iii'''V^'riiri|„ir''^ij  n 

the  same 

1  ^ —  -wi^-,      if"  •^T            mm-m  1  1—           1  i  ' 

-(__  H            •  ,  ,   1  l-T-i — 1  1— I— I  i-ma  mi-m                1  "F",  P  f   \  1  

O'f  ,.11'ii^yili/iPiiiiini 

1                                                  to  the  lO^ 

0  P  mi  m  m  \  m  -  !  ■wr-l  ^   1 — 0  m  m  i 

the  same   the^saitte 

1                                                     to  tf°  12^^ 

j*/     unaccountahle                      '  ' 

out  a  Fac-s-imile 
ntn  T  -z — 1 — p-i — 1  1  '  1  -  1  -        1  1    1  1  i  P#'fU#t  h- !-r- 

the  same  ' 
— ■■  *  iPm  p.i. — rn  1  1  1  11  f»  1  f  1  r  1 1 — f-rfpf — PrffFfn 

I  iiiiii'i'  ^i^Wmmmm 

B4f    gr  O'gS/  situated  on  tke  Saline 

was  the  usual  treble  clitF  wHfcn    "C^o o-t 
the.fono'(ving  Conapo&ition  rdC-f>l 
x     wa«  written. 

mile  of  an 

:ercise  upon  a  Grc 

TheViolijn  cl 
•  onthe29lin 
Hincl*  ofCtherefo 
thicteAorpa 

iff  was  also  situaf  edj., 
e  to  denote  the  place 
re  the  first  note  of. 
irt  is  E^^^^  _ 

4-  f  M  Ml    1  IF  1 

II 

— 4f 

J  ■  J-    J  \ 

r  1  — ~  —  "^"^ 

1*  f  1*  frr'r 

1      \     V,  - 

I'y-'^^  1 

 w  

r  lit ^  f  ..p — .  '  1 .  '- 

T  iT 

^^^^^ 

'4  Ir  r 

7f  1  1 1-^  IN       1  1  ' 

*i  ^  

-"^  jl  1  — 

7  »    liJ  J  "tU 

i 

-fi — p  J-l/K — JK  S — SE — 

'J  ! 

J  H  1 

1   1  *   

f 

!  r    '  r 

'^fffTf til  M 

HJ  \|.jt: 

^^^^^ 

^^^^^ 

M  [  1     r  T'f 

!)/. 

'             The  Gr 

ound  efiectively  inveit 

ed   ' 

ThoM--  who  examine  this  Composition  vith  attention,^  ill pt  rcieve  that  theViolins  andlcnor  arc-ncarly  <ji!fa^,5^ 
^servient  to  i  bars  ot  hass  notes  perpetually  repeated,  yet  the  harmony  and  contrivance  is  admirable.' 


 broken  into  divisions  "by  passing  not^s  -which  imitate  the  filrst  trehle  of  the  last  Variation. 


m 


mm 


variation, 


M  0  M  0 


m 


m 


i 


i 


m 


p^j  'J -'forte 


Tn  some  places  th  ...v..,.,. 

Fac-simile  has  hcen  faithfully  performed. 


p  accidentals  are  o'mitted,and  in  others  carelessly  inserted, but  the  promise 'of  a 


At  the  note  of  exclamation  !  The  Author  commences  a  n  ingenious  Digrei\ion  of  fceling-,exprob>,ion,  and 


r  J  J 
. 

-  r   J  J 

m 

£7-J 

'  1.  . 

r  J  J 

r  ^  J 

~i  h" 

r  ^ 

T 

-J-f  

— 

r  r 

— # — 

T 

 1  ' 

rfH-|r;i^ifif|^l^ 


Many  more  cliromatic  designs  -were 


simple  Ground,  which  probably  the  mulfil'ai|ious  '-nga.i?' 


ment*;  o   t^-?  skilful  artist -vv  ould  not  allo-w  him  sufficient  leisure  to  Hhrrnon  i  zc  and  fini  sh  for  ^    rxhiln  1 1  . 


Fac-Simile  of  ^'ditties  highly  pennd  Sungbyafair  queen,  in  a  Summer's  boMcr,-with  i  a  vibhing  division  to  her  Ixrte" 

J  J       J        J       i  ^ 


7   o  f 


-Br 


W9 


J 


J 


o 


.  J 


 — —  ^  — 


0  "iyi^ 


J 


■7=— f 


-ee 


n   


5 


J 


-et- 


—  ^  et  


r  «. 


^3 


r  a 


-6c- 


-et 


fu/ne  • 


J.  ; 


-€fc- 


J.  J>  ./ 


J  •       J        J.   JN  J 


3 


PL  X  r 


tIic  abovcS  Airsvcre  engraved  from  PTincess(afterwards  Queen)  Anne's  lute  book,Mhich  Mas  given  me  hy  an^—oj 
f-sti  mable  brother  Pro  Tcssor  Mho  values  the  new  flights  of  Beethoven  more  than  all  the  old  curiosities  in  the  / 


o  ihc  woTthv  SOTi^of  a  lato  exquisite  cnjijlisli  Composei,!  liavf  to  ucl\no^^lod^c  my  oT)lig;iTioTis,,'oi'  a  presonf  ,oi  an  origiiu 
M.S.Mhich  contains  the  following  Recitali\  e,und  Air;  Curiosity  led  mc  to  (ut  ajundor  its  t  ck'd  leaves, when  I  pordev-ed  tier 


tlie'  Poet  ha»!  made  some  judicious  alter  ai  ions, vhich  his  Coadjiitor  had  exprt-ssed  i^ifh  a  facility  that  is  worthy  of  being  regaid'  >i 
bv  the  Students  of  Recitative . 


The  Elevated  SouljXho  feels  thy  awAiHmpulse,walks  the  fragrant -ways  ,  of  Honest    un_  pol^ln^  ted 


VariatioTi-sof  ooth 
Words  znd  music . 


deals  the  blooming  "W'reaths  ,  of 


never  fa 


ading  lays* 


-  GM  1  

'■  I.  ■.f..,..r:r^ 

r— 

'  1^  Pl 

praise.    He       with  impartial    jus^  zice ,      deals  the  blooming  Chaplefs,of    im:_  mor,.  _  _  _  tal  lays. 


5 


1  

^^^^^^ 

— 

He  flys   a_  liove  am,  bitions     low     carreer,         And  nobly  Thron'd,  in    Truths  meridian  Sphere , 


i 


Thence, Mith  a  bold  and  Heavn  directed  aim, full   on  fair  Virtues  shrine,he  pours  the  rays  of  fame 


32: 


AIR 


5± 


God  -  _  ^  ^  dess , 


thy  pier-  cingEye  explores  the  radienf  range  of  beauty's  stores. 




V- 

1         f.  !- 

.    —  ■  I.  — 

*^  ^ 

i-rr'— t 

»  r  7 

r  • 

^^=¥-^— ■  »- 

r    r  V 

'  The  silver  slope  of^   falling      Rills,     7  ""-"p 

-^-^^  /  '  /  J  ;t' 

'    ^               The  steep  as 

^  1  tiL 

cent  of  Vine-^clad 

Hills, 

The  foamy  fall    of  warbling    Rills  , 

33 


±=3: 


r  1 


^3 


Catches  each  lively  coloui'd  grace. 


-f  ^- 


The  crimson  of  the  Wood  Nymphs  Face  , 


5^ 


5=5: 


r  7  r  / 


The  verdure  of  the  velvet  La^n, 


Thepurple  of  the  eastern  Daivn, 
»    *      ,  ^  .  •  . — -■ —  .  .  * 


Or  all  til" 


-  f  '  l^lf  ^C^I'  "-^:'^  l^^-^^'^ 


J. 


mm 


1^  r 


3=3 


tints  which  rangd  in  vividgloM  ,  Mark  tJie  bold  s'weep,  of  theCeiestialBo 


An  expressive  performance  of  the  following  pathetic  MARCH  never  fails  to  reach  the  heart  that  can  feel  musical 
sentiment  without  the  aid  of  Poetry;  Itis  an  excellent  Model  fox  2.TRIO  as  its  judicious  Composer  would  not 
distort  either  of  the  melodies  -vrith,  -H-hat  are-term'd;  double  stops;  Yet  no  Master  had  more  harmony  at  his  fingers 
f-nds  whether  they  gave  motion  to  the  Pen  or  the  Keys  .  • 
Pianissimo  S^mpre 


el  * 


f^^'!|iV/iHj|i,iMi;ii'/,'iU^i'^'Mii,;i,^ 


*  rr 


e    6  ;^ 

4. 


6   6  y 

o    t.  3 


60 


FRAGMENTS  of  RE  C I  TAT  IV E  . 


»        .    .  -At 
The  Poets  Variations 


+ 

Cresjt 


ate: 


The  honest  pri(ie,that  plumes  the  Hero's  Breast,  Viho  here  from  learnings  richcst  slinri , 


^3 


The  lower  small  ISTotes  are  the  Composers  alterations,for  a  Voice  that  cannot  reach  the  higher;  But  those  who  try  thei  i 
eOcct  with  the  Piano  Forte, must  not  play  both  at  the  same  time  .  K  ^   K.  J. 


^^^^ 


if 


i 


Is  there  a  Plain,M'hose  genial  Soil  in-  hales> , 


cJo-iys   in—  vi_gO-rating  Gales, 


m 


is  there  a  clime,where    all  these  beauties   rise»      In     one       col_lect_  ed  radiance,  to   her  Eyes. 


m 


To    lift   fair  Sci_ence,to   a   loftier  Seiil,   or    stretch  to  ampler  bounds,the  wHide  domain  of  Art . 


stream 


m 


wliere   < \I  ry  breeze  of   Genius  blows. 


"Where  ev'ry 


Klo'.ir  of  virtue  Glo^»s, 


Thither  the  Muse    exulting  flys.        There  she  loudly^  crys  . 


And    addsfrcsh  gIo-  ties  to  his  honor'd  Krow, 


i 


FLY  SOFT  IDEAS,  reset  for  MISS  CATLEY  in  ARTAXERXES. 
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An 

but  the  Authors 


•.Mom 


'V  Viol  ins. 
> .  violins. 


extract  (only\of  this  Song  was  promised  in  the  Prospectus,  But  as.  there  never  M^as  nnv  other  notation  of  it 
orig^m;AlM. s,'  tlic  readers  of  this  Vo'rk  might  have.beendisajvpointcd  by  ales';  lejcjiibltioiltthan  the\ivJiolf 


krately  quick     '      f  «^    .        ^        F  ^J^^— J  "CJ^ 


MANDAKE 


Fly  soft   I^_deas     soft-.        deas    fly  That 


I 


The  violins  rest  from  the  Asterisk,  to  the  double  Bar*  But  instead  of  the  characters  fo  denote  silence,  A 
famiiliar  notation  to  express  the  real  sounds  of  the  Horns  has  beenpreferred,for  the  information  of  the  young.  Harmonist, 


neither  tear  nor  sigh,  my   virtue  may  betray Natures  great     Call,   that  go_  ^  «  verns  all,  A 


i 


m 


1   A  U  j 


violins 


Tenor ■ 


Daughter  must  o_bey,  a  Daugh  _  _  ter  must  o_  bey. 


o-  bey- 


Violins 
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Poco 


s  t 

1  •  V'iolin  ^vith  llie  Voice* 


i  :  Nil 


3 


arg-lietto  Sicilian  a  ' 


Daughter  must  oljey        a    Daughter  must  o_  hey 
lK>cor  ' 


™  _  las  •  my  Soul  de—nios  to  hear  — 


N  N 


-    -  -    Rc_venge's    cries        A-  las 


a-  las 


a- las     my  soul  de_nies  to  hear 


to 


Both  fhe  Violins  wif},  the  Voice 


-  Tenor  r      _    _     '  _  f 

^  Mlth  moderate  Spirit   f  J     T    '  \  \ 


32 


hear  re  _  venge 


s  Cries 


Dare  not     fond  Heart     to     take  his 


Violins 


j,fi  J 


^  FT  r  r    ,  r  r 

 .  I,.  I  :  I  .f  r  >'  .' '  ' 


F  p 


s 


p  F  P 
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1^ 


hit  I 


Dure    not       f;md    Heart      to  take  his  part 


Dare  not    fond      Heart       to  tale  Ins 


f  I'..'  '  ^  '  ^  'J'tf  ]'  llJ  fJl"  I' 


part 


^^^^ 


But  driTe 
X 


m 


drive        his     form  a    v  ay- 


but  drive  _  _  _  _ 


m 

1 

fe=i4j  ^  II  = 

..    K  j 

-J  r 

^^^^ 

4-J  f — -U-H  (! — 

f  '^''^n  If  ^^mr 

^'  r  r  =1  " 

(54<  TiiL'  following  notation  "will  convey  to  the  readel:  the  method  of  performing  Psalmody  in 

London  during  the  early  part  of  the  16  .  Century. 


The  annexment  of  tie  present  mode  of  accompanying  this  fine  old  melody  cannot  fail  to  prove 
a  high  gratification  to  performers  on  key'd  Instruments ,  as  it  was  written  expressly  for  this 
work  hy  one  of  the  best  Organists  in  Europe. 


The  motive  fox  including  this  wonderiul  production  among  the  specimens  of  Sublimity  is  sfatedm  p^'geS^gr^, 
which  contains  its  Drum  and  Trumpet  parts  .  4 
1      ,mo  y— ,7 


viola 


Canto 
.Uto 


Tenore 
Basso 


Tcrtti 
Bassi 


The  Nations  trem  hie,  tremble,      trem  hie, The  Nations  tremble  at  the  dreadful 


The  Nations  trem  hlc,  tremble.      trem  ^  _  _„  ble,The  Nations  tremble  at   the  dreadful 


sound,      at  the  dreadful  sound,        Hea-vn    thimders,Kea\'Ti thunders J"efflpes+s  roarj  Tempests  roar,  Heavii 


soimd,       at  the  nreadful  sound,        Heavn    thunders, HeaATi  tlumders^Tempests  roar.  Tempests  roar.  Heaven 


thunders,Heavn thunders, Tempests  roar.  Tempests    roar,  Hea\ni  thunc 


ers,Heavn    thunders  ,Tenipes!s 


I*'     Wlis  .  t)ie  tottnng  T6^rs,the  pOT^d rous  Ku_    iiilhepondroii^  Ku n  i.ills. 


Glo-ji  ^  Glo  


W;iUs     the  tottring- Towrs,the  pondrous  Ru_in,the  pendroiis  Ru -in  falls  Glo. 


1  >  J  * 


tyfoGod,     Gforjr  to  Gorl,     Glojy  to  God , The  strong  cemented  Walls,th 


g    Toiv  rsjthe  tott^  ring 


ry  to  t^odi     Glory  to  God,     Glory  to  God, The  strong  cemented  Walls,the  tott  ring   Towrs, the  tottl  ring 


ToM'Vsjthe  pondrous  Ru  -  in      falls, th'^  pondrous  PaiL_in  falls 


Toiv'rsjthe pondrous    Ru_   in      lulls, the  pond'rous  Ru„in  fails 


G9 


1  rombr 


Tympany 


 1  1  -1^ 

1  —  Jb  ^——1^8  ^r—^—^  Lh  —  1  1- 

-  i.>J  4 


Travelling  from  London  to  Taplow  with  the  Father  of  Modern  Harmony,  and  having  (the  preceding  evening) 
ohserved-his  countenance  expressing  rapturous  astonishment  during  the  Concert  of  Ancient  music,  I  embraced 
the  favourable  opportunity  of  enquiring  how  he  estimated  the  chorus  in  Joshua  *'rhe  Nations  tremble  at  the  dreadful 
sound"  The  reply  "He  had  long  been  acquainted  with  music, but  never  knew  half  its  powers  before  he  heard  it, 
and  he  was  perfectly  certain  that  only  one  inspired  Author  ever  did,  or  ever  would  pen  so  sublime  acom_ 
position.** 

Having  heard  sacred  compositions  well  performed  in  foreign  cities  where  en^glish  oratorios  are  not  collected, 
andwherethis  Appendix  will  be  circulated,  I  became  anxious  to  afford  my  distant  Patrons  an  opportunity  of  trans- 
cribing K  rehearsing  what  I  had  so  strongly  recommended  to  their  notice:  In  consequence  of  which  the  parts  for 
the  Trumpets  and  Jjrums  have  been  engraved  on  a  sepierate  page,as  itsglorious  effect  might  be  diminished  by  omission 
or  substitution.  But  I  have  to  regret  that  the  limits  cf  this  work  wouldneither  allow  a  larger  engraving  of  the  above 
chorus,  nor  an  insertion  of  its  impressive  Introductory  Air,    GLORY   TO  GOB, 


Having  been  presented  with  a  manuscript  score  of  IL  R.ITORNO  DI  TOBI A  by  its  Atrthor,  I  endeavoured 
to  make  a  suitable  return  by  requesting  his  acceptance  of  JEPTHA:  and  when  I  expressed  my  admirationof 
the  Recitatives  in  the  former,  which  abound  with  the  finest  specimens  of  the  i;nharmonic,their  Composer  proved 
his  liberality  and  judgment  by  declaring  that  "Deeper  and  Deeper  still"  in  the  latter  greatly  surpassed  them  in 
Pathos  and  Contrast.  And  while  I  was  examining  this  wonderful  production  for  Extracts  an  impressive  singer  had 
the  goodness  to  rehearse  it,  during  which  my  mind  became  so  agitated  by  a  succession  of  various  emotions.thaf  r 
determined  to  lay  the  whole  of  this  climax  and  anticlimax  of  musical  expression  before  the  eye  of  the  readt  r,to 
prove,  that  the  highest  praise  of  it  will  never  mount  to  anHyperbole 


70 


V^oce  . 


Larg-o 


Deeper  and  deeper  still  thy  goodness  child  pierceth  a  Fathers  bleeding  Heart  and  thecJcs  the  trucl 


is: 


sentence  on  my  ialt'ring  Tongue 


oh.' let  me  whisper  it     to  the  raging  "Winds    or  howling  Desarts 


for  the  Ears  of  Men  "      It  is  too  shoclcin 


Yet  hav-e  I  not    vowd  Andean  i   think  the  great  Jehovah 


viola 


to 


Ms 


K — N- 


sleeps  like  Chemosh  and  such  fabled  Deities? 


thoughts  and  wrote  them  down        It  must  be  so       'lis  this  ,       that  racks  my     Brain  And  potnrs  in_to  my 


r,  thatra^s 


P 


4 

2 


Larg-o  P 


173 


Breast  ^     ^a  thousand  p^g^        That    lash  me  into  m^adnessi 


Horrid  thought    Horrid  thought 


nvadnessi  Horrid  thougnt  Hor 


Lar.tr<>  P 


71 


Mv  only  Daughter  i 


so  dear     a    child      Doonul  by  a  Fatherj       Yes,  the  vow  is  pa  And 


Gilead  hath  triumph'd  o'er  his  Foes  ._thorefore,      to  morroVs  da^   to  morrows  daMii,      I  caniiomorei 


voce 


Viol?  1° 
Viol°  2° 


viola 


Bassi 


(AlO%ar 


<  -     ■   c-" —  — —  ■  '   V,*  <^ 

Audi£to  I"ate  my  days  must  run     Oh  righteous  Heav*n  Ohj:ighteous_Heav*n.  thy  will  be    done  thy 

4 


5 


Larg-o 


6  6 


U  t  'Lf  r 


5 


i 


is; 


will  -lie  done   oh  righteous  Heav\i    if  to    Fate,  my  days  must  run    oh  righteous  Heaven    thy  will  be  done 


S  6 


4 


4 


r    f  ^ 


6  « 


6  6 
4 


Those  who  admire  this  Heavenly  strain^as  much  as  I  do, 
will  begin  it  again,  sing  to  the  l6^."  har,  and  play  D  for.  its 
bass,  instead  of  B,  from  which  substitution  the  interrupted 
Cadence^  will  become  a  perfect  one,  for  its  conclusion. 


-Interrupted  Cadence.  Perfect  Cadence 


^'This  ascent  from  the  imperfect  to  the  perfect  5*^, between  the  two  Violins, has  been  objected  to  by  Criticksn^who 
trust  were  more  nice  than  wise,bec  use  I  am  not  disposed  to  reject  such  asuccession  when ^vo, or  more.par^saccompam-h 


72  Duniig  the  Passion  -week  in  J'^SH  An  Engjisiman  ^vho  ramies  intJie  higJjest  class  of  suLlime  Composers  honoiirf-d 
nif  by  r;'<{Uosting  a  Copy  of  the  song  AAliicJfin  1800  occupied  this  pagp  of  tho  Introduction  to  Harmony  He  grc  afly 
overpaid  me  for  my  ready  compliance  ty  presenting  me  Mith  the  original  M  s  of  the  following  Prayer  (for  Good 
Friday;^  which  cannot  fail  of  proA-ing  a  gratifying  SITCCEDAKEUM,  as  the  Song  here  alluded  to  may  he  purchacedat 
any  jvuisic  Shop  for  one  shilling  , 


I  I  Ml  I  ifn^ 


3^ 


Qui      toJIis       pecca      ta  mun_  _   di       mistrc_  re  mei 


qui  crucifix  «  us 


es    hoodie         dimitte  omnia  pecca- ta  me  -  -a     \ti  de  an  gustiam     me_  L  —  am      et    Iri  trihu- 


i 


J  JU  'I 


HE 


.5  34 


i 


-  la-ti  onemme-'  - 


am       quomam   i_  ,Tiops.       ct    pauper  sum  E_go  ,    ■    ne     pro  ji    ci       as    me  a 


J    J  J  N 


fa    r  ie      tu  -  — 


-  -  a 


-U-      #  -c- 


(JUl , 


a    pecca- ^vi     ti —   —  hi      Do_mi_  _no       Je_  _  su     chiis  _ 


1 


_  te  li  hcra    me    se_  cmi-dum     mag- nam  mi-  seri»—  cor  diam  ttt  _  _     «,  am     et  Sa_cri  _  -fi 


XT 


^  6-  6> 


—  ca  ho     ti  _  _  _  _  bi      Ho  _  sti  _  am     lau-.  —  —  —        — dis  et  nomen       fu-  ^um    inn     vo  —  — 


Being  advised  to  omit  no  porticn  a'  TheriilroductipntoHarmony,T3iesonghasheenreinstated"t?;thoPniyerremovwito.theAppendix 


■  .  7ci 

At  the  Annrversaries  of  INSTITUTIONS  ^^liich  dignify  Royalty,  honour  the  Wealthy,  and  feli ore  the  Indigent,  The 
fci  lowing  Cannon  is  tlie  appropriate  Grace  after  Meat,  and  -Hhen  its  sounds  are  steadily  sustaind  by  large  choirs,  the 
tuneful  Ear  cannot  partake  of  a  more  delicious  Treat*  Some  deaf  Criticks  vho  review  Music  wth  ajaundic'd  Eye  ha^  e 
ui-itoveredthe  7^.'^  resolved  by  falling  to  the-  sV' and  afterwards  rising  to  it  without  being  prepared,  while  the  Bass 
is  statioua^y^•whith  progressions  are  not  uuthorised  by  the  laws  of  Coimterpoint;  But  thisisaspecies  of  Compositionin 
vlikh  the  three  Farts  must  consist  of  the  same  Melody,  differing  only  in  point  of  Pitch,  one  being  a  4^^an(i  the  othwr 
•  n  octave  below  the  Guide;  Therefore  if  the  Ca\-illcrs  (alluded  toj  adhere  to  those  restrictions  and  alter  the  9, 
av.d  Jo^i^.  bars,  their  substitutions  will  most  assuredly  injxire  the  finest  short  Specimen  of  Canon  that  ever  flowed  from 
tho  Pen, of  a  Sacred  Compose^.  .     _  , 


-0„ 


Kon    jio-,bis     Do-  mi  -  ne  non       no  -  -  ^  bis 


Sed  nomi  _  ni 


tu  -  -  -  o 


da 


22 


 ■  ■  '   "  fe*  ■  Q- 

Non      no -bis      Do-mi -ne  non       no  -  -  -  bis 


Sed     nomi  -  ni 


tu  -  -  - 


r. — O- 


Non     no- bis      Do-mi-ne  non      -  no  -    -    -  bis  Sed 

an  unprepared ascen  ds 


1 


gIo  -----  ri-  am 


sed  nomini       tu    -  o    da    do  -  -  ^ri--sm 

^'^''rp.snlvet 


Non 


no- -bis    DO- mi- 


Sed  nomini 


da    Glori-  am 


tu-  -  o 


da    Glo-ri  -  - 


am 


Non 


no  -  ois 


i 


da  Gl 


1 


22 


da'       Glo  -  -  ri  ^  am 


-+- 


Z2: 


no  -  -  mi  -  -  ni 


tu  -  o     da   Glori  . 


am 


sed 


nomi  -  -  ni 


tu  -  -  o 


in  the  Year  1813,1  was  highly  gratified  by  associating  with  the  distingtiisii'd  Pupils  of  a  late  Doctor  in  Musick,Tvho 
Linually  commemorate  their  Masters  goodness,  and  proclaim  his  merit, by  a  matchless  performance  of  his  sublime 
Compositions:  such  an  union  of  ^-ocal  talent ,  was  seated  at  the  dinner  table, that  the  visitors  naturally  expected  to  be 
1! raptured, with  a  superior  performance  of  Non  nobis  :  But  they  were  decieved,inthoTrtbeing  dissapointed, for  at  the 
eud  ot  an  impressive  Grace, the  follpwing  ingenious  Canon  commenced, charming  attention ,  while  the  manly  tear  , 
H  as  bedewing  the  cheek  of  a  feeling  Son,wlio  lives  to  bear  hir>-Fathcru  imagf^and  rgin^-c  his  mcmnry. 


subject. 


Canon  by  twofold  Aug-mentation . 


4^^^  and  8^^ below 


m 


-  men  A 


quadrupled. 


Doubled.  fTi'.^.)(i^ 


A  -  -  men      A  -  -  men 


A  -   -  -  men        A  -  -  men  A  -  men        A  -  — 


VII-  'ITT^ 


men  A 


(I 


men       A-^a^^^-^  men  A 

I  ,  I  I  - — .  .  4- — CU-:®: 


1 


-  men    A-  men  A  -  men  A---------  -   -   --  --  men  A 


men  c 


i 


22: 


-    -  -  men 


A  -    -  -  men 


A-  -  men 


A  -  -  -  -  men 


■n:,l,  ^-  Q  q-Jr 


A  -  -  men  • 


35 


i 


-   -  --  --  -   -  --  --  --  men         A---   -    -  - 

A  crotchet  inthe  subjectjs  a  sfemibreve  in  the  tenor^and  a  minim  in  the  bass. 


men. 


H  .  ,  A  CHEERFUL  CANOI^f. 

AS  it  -WHS  performd  when  a  Laf}y,M'lio  presided  at  a  Dinner  Table, gave  the  signal  for  her  female  Guests  to  withdra-^^  . 
ivT.B .  The  Epithet  Cheerful  might  mislead, therefore  it  is  hoped, that  the  term  ANDANTE  T^nll  be  particularly  regarded; 
as  Hilarity,  without  confusion,is  what  the  Author  is  desirous  of  promoting;  Yet  it  is  that  species  of  complication  ,  form'd 
"by  the  union  of  several  parts  into  one  Integral," 
Andante 

JLady , 


st 

1 .  Gentleman 


ii 


r^ji''  '  r.i  f  f  [  J 

irs  before  we  leave  vou,L,ets    sing     a      cheer- ml 


P 


Good  sirs  before  we  leave  you, L,ets    sing     a      cheer- ml      Glee,        Our  ab_  sence   will  not 


O        prithee     dont    so     soon    de- _  part. 


m 


grieve  you,un_fii    we  ring  for  Tea,   Our  absence  will  not  grieve       you,un_  til     we    ring  for  Tea, 


O    pri_thee  dont  so  soon  de-part. 


For   fashion    can_not,  fasbion      cant  di_ vide  the  Heart 


l^Vady 


Then  tune  your  Voi  .  ces,raisethem  high,  and  let  the    points  of  Cannon 


2,La< 


r  I  r  r  1  r 


r  '  U 


Good  sirs  before  we  leave 


you,Lets  sing  a  cheerful     Glee,  Our    ab-  sence  Mall  not 


m 


;t^„„t  I- 


r.  Gen 


prithee  "don\  so  soon  de_  part, 


i 


Come  follow  follow  me, I'll  be  ybur  Gmde,      Come  follow  me,      and   I    Mill  be  your  Guide, 


i  r  ^1  i  .J 


rme  roi 


rieve  yoUjUntil    we  ring       for       Tea,         Our  absencewill  not  grieve      you,im_til   Me  ring  for  Tea, 


l^*Lady 


2*^l.ady 


l^*Gent. 


2^}Geiit. 


O      prithee  dont  so  soon      de_  _  part. 


For  fashion  can    not  fashion  cant  di.vide  the  Heart, 


P 


COjtne  follow  follow  fol-loM^  me. 


detune  our  Voi  _  _  _  _  -  ces ,  raise  tlicm  highland  let    the   points  of  Ca_non 


The  Bottle  may  some  spi  -   rits  some  transient     spi  -  rits     give.  But     with_out  love  Me 


Th( 


Bottle       may  some    spi  -  rits  give. 


Copie  folloM'me,followfolloM"        me,         The  points  of  Canon  fly  _  so  fol«.low  me» 


flv. 


we  followfollow thee ^our  faithftil  Gmde,         As   fashion         can_not    our  Hearts  di_  vide. 


mortals  Me     mortals  rould  not      live.  But  without  love  M^e  mor-.  tals  mo    mo  ratals  could  not  live. 


The  BotiH'      may  some  spi«  rits  give. 


But  Mithoui  love     Mithout    love  mc  could  not  live, 


.si 


Tlu  Master  of  the  (universally  attnovlcdged)  greatest  lining  Theorist  called  this  Compos  iona  Canoi, 
Aliliough  Its  base  only  an:iwers  (regularly)  the  t\* o  Subjects  comprized  in  the  first  12  oars. 


m 


*  4  -  _ 

Yot  Ladies       we     umisI         all      re  tiro, 

#  • —  *-  


ve        follow  thee,our  faithful  Guide, 


i  .  Cvnt.  I 


jV  Gent 


We  tune  our 

9 


Voi   cos,       raise  them   hiirli.and    let     the      i)oints  of  Canon 

■r  If  r  Hi=f4  ^- — - 


I* 

i 


This  day  devote  to  plea_  _  sures,Our      u  .  ni  _  _  tys    di  _  ^\-ine. 


The     hest   of  mortal's 


Lest  scaniktl'   -voice  should  join    our  quire, 


so  follow  foLlow  me,    l   still -will    he  your  Guide, 


we  follow    fhee,follo^r  fol  low  -  thee,  the    points  of  Canon  fly   _  _  -  _  we    fol^lo^^    the  e. 


U'J-J'I  J  J  J 


riy 
3^ 


we  follow  follow  thee,  otrr  faithftd  Gtrijde,  as    fashion  cannot    our  Hearts  di_  vide 


^  f  r        r  ^ 


treasures,are    friendsHp,  love,    and     wine,        The    test    ofmortals  trea^  sures,axe  friendship,! ore, and  wine, 

A  Syncopated  Canon  for  three  Voices. 


the  iJW 


1  •  M  °i  ^ 

Oer  the 

smooth  e  _  na—mellcl 

Gr 

een ,  whe 

re 

nc 

)   print  ot 

step       hatlj  been ,  fol«  low 

r— 1  .  1     ,         I  1  

me» 

below 


inthe-il^abcNe 


o'er      the  smooth    e^na^  -  me] I'd     Green,    where   no     print  of      step        has  been. 


r  T  Iff 


o'er   the  smooth        e_na_  melld  Green  _  _i ,  idiere  no       step  hath  been  _  _      fol_low  mo, 

•      "  ■  -■  ^ 


lhc5'^below 


Fol  low  fol  low  me  R)llow  fol- -low  me  Follow  fol  low  me  as    1  sing 


Fol  -  low  fol  -  low^  me  follow  fol-  -low  me  follow  fol- -low  me  as  I  sing  as  I  smg 
8^i^alta  ^ 


all  unisono 


Fol- -low  fol- -low  me  follow   fol-  -low  me   follow  me  followfollowme  as    I  sin^t^ 

A  short  Canon  for  four  Voices    which  may  be  sung*  by  four  Ladies. 
"Moderator.   ^    ^     5  — .  f    »    .  — ^  ^t, 


come  Ictus  u-nite,ln  strains  of  de-light,Your  Voices  raise  high, while  Echoes  reply, 

4-  N,B.  when  i!<    leading  Voice  arrives  at  the  first  mark  ^  the  second  commences  the  third  foUoM's 
the  second  and  the  fourth  the  third  at  the  same  distance. 


7(i  THE  HARMONICAL   SYNOPSIS.  "  ■% 

•rhi-.  brina  an  unusual  Title  for  the  dmsion  ol  a  musical  Vork,nuich  aviU  bo  expected  to  follow  in  a  small  roni«- 
have  therelore  euaeaYOured  to  bring  under  one  view, all  the  sevenths, and  their  Inversions,to  e^  er\  1  lat,natural  aiui  sJiaVj) 
uote,in  the  Diatonic, and  Chromatic  Scales, in  every  Key,-HJiich  induces  me  to  therisJi  the  hope  oT  escaping  censure  for' 
the  adoption  of  an  appellation,that  in  my  imagination,  foretellsthe  nature, and  utility, of  this  and  the  following  Page*. 
C,and  A,  point  out  the  seat  of  the  Chord  s^'in  the  natural  Scales, of  c  Major,  and  A  Minor. 


Minor  2^**  minor  6^!?^  &  perfect  4^"; 

Co*  fett..i.T.vlr 


•^Major  6^1^^ perfect  4*^^&  majSr  S^^  C 


^  1 


Perfect  5*l'^minor  minor  3*\*      C  ^ 


o        ^Major  Sevenths  v^  ith  major  3  .  &  perfect  5  . 
^ — : — "7  r~?Ks~      !~  "tTTs" 


g  II" < 


Major  2^*  perfect  4","&  major  6''%' 


<t7_,__  «ds      fg,„^  ^ths^  ^^^Ar^^'ths'C 


Minor  3 ;  pe 

fc 


£  Periect  S  , 


minor  6",'- 


^^''^major  6^^^^&  major  S^.^ 


:fJ.- 1.1':°  ii'i:'-fa?'L'i!'%''L!''''L''lTf: 


■  Minor  Sevenths  M'ith  minor  3*i^&  perfect  5*1^^ 
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IS 


Major       extreme  sharp 4^.^^  &  major  6^^^ 

f  b,  i-r  aT  Jy-r 


lerfect  4*^&  minor  3^ 


I — »- 

,C 


5^]?*^  minor  6^^%  minor  3^1^ 


Sevenths  v^ith  major  3     &  perfect  ^ 


'fa.t  'i.l'  ;l,ll,^■»yHJ.T!tr 


./^i.jor  2'l\)errect  4*;  &  minor  6^1' 

U     .  L  LL,       1.  LL  I  - 


^  -i-  si  "^r*     b  •  £j  •  It  "  •  "  — ^  ^   CA'     ■  ■■ 


.Minor  Sevenths  v\ith  minor 


o 


llu-  I  \;tmiiit'is  c|  tlu-sr  1  ables,  vuo  m  ritc,und  pby  Ciior(^^,-v^  rt  li  ti)il)arras-.ing  donbr.M^il  jKT(ic\r  thut  I'.u  \  m.i) 
by  a  roK-rence  to  tlit  ni, acquire  coufidcnt  !"aci!iiy.    Lc\  tliem  ii\  to  express,  Mithont  tin-  assistimco  of  djcsc  Gui<l(•^, 
tile  Ciiord  of  tiie  di nniiisiui  Sevcntli,by  Kotes^vith  double  fIjIs, and  it  "will  be  an  uncommon  arr  (>mpli>hnieiit  ,if  tl)'  -> 
Referees  do  not  cccasioii  correction. 


Kxtrenie  sharp  i^^V'  extrem'^  sharp  4^  ,^ &  major  b^i'^ 


1*1       /  MnioriJ 


i 


i  ,  extreme  flat  4  .  &minor6  ,    Those  vtio  are  pleased  -with  the  three  follo^dng  Inversions,are partial  to  harshness  , 


Major  'a^*^  perfect  4^  .  &  minor  6'. 


Evtreme  sharp5*^^ma]or  S^^l^AmajorS^.^""  *  i  "       U,  ^ 


Major  ^t^s  j^inor  S<^^  perfect 


Ahs" 


^-^mor        perfect  4^'j'^A- sharp  6^^ 


E 


^Majoi 

1  •      •  It' 

sevenths 

'  •  T  ■    *            tt      ^  ~ 

ds 

major  3  .  &  extreme  sharp  i 

-ths 

1     g  — 

J. — r- 

• 

1  ij~  i    J-  *  «         *  11^ 

Extreme  sharp  6*1^^ perfect  6^1;'^  &  major  3^^ 


The  diminishU  3^  imuerfect       and  Jimini s h d  ''l^formtco  harsh  a  chord  for  iiarmony",1)ut'its  second  Inversion, 
nowtermVltheGermanS'i' has  become  one  ofthe  most  rashionablc  combmatipns.Tvhichtheiabovei^franppositi.o^is^of  it  Avuipro\e 


/Extreme  sharp  6*1'^  extreme  sharp  4*1^  &  major  3*1^ 

3 


r.iit,  they  ar<'  the  loim.laiioiis  oi  the  abo\c  In\  ersions, distinguishd  by  the  appellation  of  Italian  sixtlis;  Altho  the4. 
ii..-.  been  ir'  nerall\-  omitted, m  the  Moii'  Is  of  el(.<r,nif  A'  f  ompaniment  . 


78  Chords  by  Supposition, or  Suspensions,  Substitutions',  Appog-^iatura.s,&c.&c. 

if  all  the.  (lilTcrent  modes  of -figuring  these  chordsrand  all  their  titles  had  hecn  enumerated  here,  it  ^<oti]d  have 
heen  impossihle  to  have  included  their  notation  in  the  same  pages',Therefore  the  sufficiently  intcUigcnt  dim i  tuition 
of  emharrassing  s  Y  NON  YMA,  has  been  preferred  to  the  needless  encrease  of  technical  terms  .  N.B.the  fouruiJper 
Parts  of  all  the  following  chords,  vix. those  on  the  treble  staves,  are  in  the  two  preceeding .pages  ,  and  are  there 
called  sevenths, but  here  they  are  change^  into  9^!'^  1]^.  ^&13^l?^  from  the  addition  of  basses  successively  placed 
at  the  distance  of  a  3v    a  5*!' &  a        below  the  fundamentals  of  the  said  sevenths  . 


Maior  9*^^ minor  ^^'^^perfect  5*!^^  <fe  maior  3^f  counted  upwards  from  the  first  staff  of  bass  notes.  L 


drmuior  35® 
„        to  th^tiTAt  bass 

S 


A       Minor  3]^!?^  minoi  S^^l'^minor  perfect  S*ll^  lo  the  2^ba.vs|.  ^    l  a  ft 


thr-  i.'S'."  by  a  e 


Major  IS^i'^  perfect         major  9^V^  &  major         to  the  3^bas 


ss. 


to 


Minor         minor  ^^l^^perfcct  S^^^^f-  major  3*).^  countc]^  upwaijds  from  t]he  first  staff^^of  t>,ags  Tiotes.i,[^J  ^ 


-i*       Perfect  ll^^^major  S^hs^^ajor 


l„  .  >  .    \yo  #o   1^-'  q 


Minor  13^1^^  perfect         major  9^!'^  &  major  ^^1^^ 


»erteci  li  .    maior  y.-  &  maior  /  v  ,         ,  i         i  u 

t,o  a.-.         l|M        l|o  #o  ''^^  ^o^i^=^ 


4  v^: 


Minor  9*^dimimshd        imperfect  5*!?*&jTiinor3l^ 


Minor  9^*  minor  r^''^  perfect  5*'.^?  &  minor  ,3^.^ 


►erfect  5*V^  &  minor,3".s  k.  .       .     L-i-  I?— 


»;_.f.  -,  -  , 

3 


Perfect  lI^';^i,,ujor  9*!'^  major  ^\^^&  perfect  5^!*^ 


f Major  9^.^^  major  extreme  sharp  6^}^  t^major  3^.^  ,   u.  ^  .  >  # ■  t> 
. .  li-. — be    ho    Ho  t>n  ^  ,  ;  ,  .  ^-  .—„—-L, 


o  i^o  bu  ko  a^.' 

.ds  .1 


■he    ^o  #o 


iiQ   ao   iv.J  Ijr.; 


Horfectl]^!^%iajor  9^'.'^  major  ^^I'^A- perfect  5^''*^ 


Magor  9^!*^  perfect  5*.'^*major  ^^'^  &  major 


7^ 


4^ 


l^p  l^e- 


1^ 


tfrs.  t^je:  t;^  ^ 


Perfect  11**  major  9^"**  minor        &  perfect  5 


.ths 


ths 


,ths 


Jr.    bo     \\0  Ho 


!|o    ftp   ij^^  1^  t^-CL  1^ 


^Major  9*^^  minor         perfect  5^1^^  &  m^nor  3".' 


As 


-»-  jtg^ 


Vf 


Major  9**  major  ^'^i'"  perfect  s".'"*  minor  S'V 


sths 


ths 


l|o    tto  fin   llu   t^o  t?0: 


An  acute  observer  -will  perci  eve, that  transpositions  of  thesersevenths 


i^-ith  1)asses  placecl 


xmder  them^have  produced  aU  the  g'^J^ll^'j^Alsti'*  in  this  and  the  preceeding^^ag'^".  But  whoever  looks  (in  this  "wrork)for  the 
other  species  of  se^  entlis  augmented  to  chords  of9^^s;i5ttis^-j3tlis  ^^H^gg^-p^.]^  in  vain;  As  their  inharmonious  jargon  is  .so 
dtsgustvng,that  I  could  not  he  an  advocate  for  th»ir  heing  associatcd,even  v/ith  the  ahove  liarsh  assemhlage .  Of  the  tliree 
chords,  called  the  ninth,the  eleventh, the  thirteenth;  The  parts  -which  lie  above  the  hass, instead  of  being  placed  in  the  or. 
-der  of  a^^as  above,  may  be  arranged  several  ways,or  some  of  them  may  be  lef t  out ;  Here  it  becomes  necessary  for  the 
Reader  to  bear  in  mindjthat  each  different  arrangement, of  the  upper  parts  of  a  chord,is  called  Position  ;  The  placing 
one  of  the  harmonies  in  the  bass  ( instead  of  the  fundamental)  is  called  Inversion, and  the  leaving  out  some  of  the  sounds, 
is  called  omission,or  retrencbment . 


These  are  different 
Positions  of  N?  6  . 


and  the  figures  denote  Tvhere  the  preceding  num. 


f6 


The  notes  -w-ith  a  dash  through  them  are'omitt^H 
in  the  chords  of  the_follo-wing  Section  . 


2  7—. 


— ber'd  Chords  occur. 


.  -9-     -©■  -©- 

.  The  three  Discords  under  consideration,  are  the  most  frequently  used  ^nth  sustaind  bass 
notcs/which  causes  regretthat Performers itpo'n thl6 Piano Fort£^Harp,or  Harpsichord,are  obliged 

 to  licii  r  tiieir  lessend  effect,from  repetition,or  reiteration;  In  the  city  of  Turin  I  ^^rmich 

delighted  ,Mith  a  stringed  Instrument,-svhich  sustaind  chords  with  vast  power,and  mi^gical  ' 
Intonation,  ^\hile  its  keys  were  pressed  down  with  firmness;  A  lighter  touch  expressed  a 
i>ulcet  Fiano,whith  the  Performers  skill,gradtially  encrcased  to  an  Orchestral  Fortissimo. 
An  Advertisement  farther  on'particularly'describes  the  quality  of  that  Instrument, the  ifi- 
p  .ventgr  of  which,  (luckily  for  me)was  an  extollcnt  Harmonist;  But  bigoted  to  that  School, 
-f-  in  which  he  was  taught  to  consider  Rameau  and  Marpui^g*s  chords  by  Supposifion,merely  . 
Appoggiaturas :  To  exemplify  his  Dcctrine^(in  the  most  simple  manner) He  played  Common  chords, Minor  Sevenths^and 
their  Inversions,with  his  left ■Hand,and  added  9^1^^  IJ^l^^dc  13^'?* -Jvith  his  right  Hand  . 


THUS 


lli^^Jil  h:ind 


so 

Extracts  accompanied  with  Apposite  Remarks,  Questions,  Answers,&  Anecdotes  of 
several  of  those  ilkistrious  musicians  who,hy  a  residence  amongst  us,  have  materially 
contributed  to  the  improvement  of  our  national  taste. 

From  the  middle,  to  the  end, of  the  last  Century,  the  Overtures  to  Operas  were  ren- 
dered so  insipid  by  monotonous  basses  &  a  paucity  of  modulations,that  soon  after  the 
arrival  of  a  great  Symphonist  in  London,He  made  the  subjoined  Remark,  for  wbich  I  am 
indebted  to  a  much  esteemed  friend  whose  memory&mimickryenabledhimtowrite  it  with  that 
deviation  from  grammatical  Orthography  which  may  convey  to  the  reader  the  Composers 
idiomatic  way  of  speaking.         "l  coud  play  de  pase  to  an  Italian  Ofertiire  widout  my  left 
hand  —  dere  is  no  ting  but  D     A.  _  DA.  DA.  soamtimesGandfbr  aVonder  C'' 

N.B.  The  first  Extract  is  the  only  figured  Section  in  the  orig-inal  Manuscript 

N9l.  Corni  inD^^-  ^  *^ 


,   The  Sections  Numbered 
2  8c  3  are  for  B  Clarinets, 
Talias,  (instruments  iiot 
much  known  in  England)  1.  q,  (.,, 
&Eflat  Horns:  had  they  -(W^ 
been  composed  for  Violins,'^ 
Violoncellos,Harps,or 


Piano  Fortes, their  notation  ^S^^ 
would  have  been  thus  ^  — 


It  is  well  remembered  that  the  Compo 
ser  of  the  above  Extracts  excelled  all 
his  Contemporaries  in  writing&playing 
such  movements  as  the  following  &  on 
his  beingpraisedfor  his  execution  of  a 
rapid  passage  he  repeated  what  he  often 
Endeavoured  to  fix  on  the  mind  of  his 
Pupils         "It  is  more  difficult  to  play 
2  notes  den  200"^ 


vio  r. 


/    t»  7   6'     '7  1 

^  Thii  admirable  MaiteA  distinscnUhed  Piipil^vho  i»-an  honour  to  the  musical  J^-ofession,  Having  obterved^  in  my  fearing,  that  he  is 
preparing  for  publication  those  exciuisitc  Adagios  vhich  he  so  expressively  sings  updiS  his  Instrument,  It  would  have  proclaimed  an  illiberal 
Act  if  any  more  of  his  Insttuctori  models  had  been  exhibited  in  this  work. 


V'iolino 


This  Cuden7<a  TV-US  frequently  performed  inthe  Hanover  Square  ConceftToonisbx  m  engli-h  4ir;ge»  who  is  still  in 
possession  of  pathoi,  grace,  a  prodigious  compass  of  voice,  a  perfect  .Shuke  und  a^reat  knowledge  of  music*.  Her 
execution  of  the  rapid  divisions  -svas  *o  true  and  distinct,  that  not-withstanding  the  instrumental  performers  vied 
with  each  other  in  everv  species  of  excellence    gj 


WTW 


violoncello. 


Clarinctto.-^ 


vote . 


corno . 


In  the  echoing  passages 


Allegro 


y  r  f  |J— ^ 


22: 


.The.sustain'd^  chromatic  Descent 


■XX. 


/9 


Ik 


Lento 


Espressivo 
f,  > 


r  ■ 


The  Assent  to  G  in  alfissimo        ^       ^j,^  j^i^^,  ^ar  leading  to  the  final  shake 


The  intonation  of  the  voice  was  csnspicuous  ly  alt r  active 
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oboe 


V 10  lino- 


Andante 


CADENZA . 


Allej^ro 


violoncello 


rf 

JJ-]  IJ-J  ^ 

■>f,..IHlP 

1^  .«,f#)»P|' 

F    A-  /! 

tj'C  jr^f  1  r '  >  1 

^      1  - 

— Ui^ — 

—  ' —  ^ 

At  the  captivating  Concerts  of  the  late  Mcss^^.**  Bach  and  Abel,  many  compoi  i 'i  ons  delighted  both  the  ^.t, 
AuditoTS  and  Performers  ^hich  live  in  their  memories,  and  they  vUlbcpli  ased  to  hear  that  thefol.  "'^ 
lovine  effective  Crescendo  was  engraved  from  the  original  M.S.  for  irreparable  %\ouldbe  theloss  of  such  aGem. 

/jj^^       ,        .    '  I  ,   I  ■  ' 

violini .     '   1     Ktl  I  I      rm  I  I    \    ^  U'^±z± 


Flauti  . 


Clar 


corni 


Bassi 
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Mil 


K         amor  mi  guida  in  solitaiia  parte  ^ 


m 


ove  d  acuto  stral  Ljilma  mi^mge  neal  mio  pe  nar     al  cun  conforto  aggiirngo^j 


The  following  is  Tinivetsajly  admitted  to  be  the  most  effective  instrnmetital  CRESCENDO  that  ever  -Vi^as  perform'd 
in  a  grand  Orchestra:  "Still  rising  in  a  climax  till  the  last,  '  ^  .    ->  . 


surpassing  all,  is  not  to  be  surpast." 


violins 


NT  >  >    ,  ,N  >  ,N  > 


-a 


Bassi 


or  the  sliak^  >  urnTf  ^  the  Composers  extensive  knowledge  of  instruments;faT  the  open  strings 
ot  the Viohns  crreatlv  nssist  th»*Tnfoontion -ifid  pxcite  .strong  vibrations. 
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The  full  score  of  the  last  section  occupies  sp  many  folio  pages,  that  limita- 
tion obliged  me  to  make  my  extract  out  of  a  judicious  reduction  of  it. 
So  small  a  part  of  so  large  a  whole  will  but  convey  a  faint  idea  of  the 
taste,  spirit,  and  brilliant  effects  of  a  composition  so  full  of  contrast,  with- 
out confusion.  It  was  written  in  Paris,  where  orchestras  are  numerously 
supplied  with  excellent  performers  on  every  instrument ;  yet  the  variety  of 
subjects,  episodes,  playful  imitations,  passages  of  emphasis,  crescendos  and 
diminuendos  in  the  overture  to  Anacreon*,  were  never  so  finely  expressed 
as  by  the  band  of  the  Phil-Harmonic  Society,  in  London.  This  bold  asser- 
tion was  an  admitted  truth  by  a  discriminating  amateur,  after  he  had  been 
delighted  with  performances  of  it  in  both  cities ;  and  he  further  acknow- 
ledged, that  this  union  of  foreign  with  native  talent  has  formed  an  assembly 
not  to  be  met  with  in  any  other  part  of  the  world. 

Among  the  performers,  associates,  members,  directors,  leaders,  and  con- 
ductors, are  many  distinguished  vocal,  as  well  as  instrumental  composers, 
whose  productions  are  continually  charming  the  ears  of  the  softer  sex, 
while  their  sublime  oratorios,  operas,  glees,  duets,  and  songs,  ingenious  con- 
certos, preludes,  studios  and  scale  exercises,  are  adding  brilliancy  to  the 
finger  and  harmony  to  the  mind. 

u4  ladj/,  u'kojrom  the  contraction  of  bad  habits  had  despaired  of  ever  express^ 
ing  the  most  simple  movements  with  facility,  formed  the  laudable  resolution  of 
devoting  a  few  months  diligent  practice  to  the  three  last  unerring  conductors  ta 
excellence^  and  now 

"  She  guides  the  finger  o'er  the  dancing  kej'S^^ 

*'  Gives  difficulty  all  the  grace  of  ease. 
And  pours  a  torrent  of  sweet  notes  around 
Fast  as  the  thirsting  ear  can  drink  the  sound,"" 

It  is  to  be  regretted  that  the  concert  season,  in  London,  terminated  be- 
fore the  arrival  of  its  illustrious  visitors  ;  but  I  have  been  given  to  under- 
stand that  the  well-disciplined  opera  band,  and  the  perfection  of  our 
theatrical  archestras,  claimed  their  attention  and  admiration,  and  they  will; 
have  to  report  that  the  performances  of  sacred  music  in  England  are  un- 
rivalled. Yet  we  must  hold  in  remembrance  that  the  grandest  part  of  ife 
was  furnished  by  a  matchless  foreigner^ 

*  Notwithstanding  the  excelfence  of  this  overture,  many  superior  compositions  of  the  same' 
author,  and  of  the  greatest  authors  that  ever  wrote  symphonies,  quintettes,  quartettos,  and  trios, 
have  been  performed  in  the  course  of  the  society's  sixteen  concerts,  including  those  produced 
by  the  members  and  associates ;  but  the  law  that  protects  the  composer's  property  does  nok 
authorise  me  to  publish  any  part  of  thenx. 
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It  having  become  my  duty  to  lay  before  my  readers  a  variety  of  docu- 
ments to  assist  those  who  deliberate  before  they  prefer,  I  have  subjoined 
the  most  important  parts  of  letters  which  were  unexpectedly  addressed  to 
me  by  two  doctors  in  music,  whose  productions  have  much  instructed  and 
delighted  the  musical  world. 

"  Dear  sir;  . 

"  I  perceive  by  your  advertisement,  that  you  intend  to  dedicate  the 
summer  to  the  completion  of  your  supplementary  work.  Permit  me  to 
renew  my  former  offer  of  assistance  by  any  works,  extracts  or  anecdotes 
which  my  library  may  fortunately  contain,  upon  such  subjects  as  you  may 
have  occasion  to  discuss. 

"  Tou  perhaps  know  how  decidedly  my  opinion  is  fixed  against  all  the 
false  notes  of  the  trumpet  scale,  particularly  the  delusive  theories  of  *** 
supported  by  ***,  about  the  derivation  of  the  dominant  discord  from  the 
inconcinnous  seventh  of  the  monochord.  It  would  give  me  great  pleasure 
to  know  that  we  do  not  differ  in  this  point,  and  that  you  not  only  think  and 
feel  them  to  be  out  of  tune,  but  that  you  thepcfore  do  not  admit  them  to 
exist  in  the  scales  of  harmony  or  melody  j  indeed,  your  judicious  omission 
of  the  flat  sevenths  in  all  the  horn  scales  induces  me  to  believe  (what  I 
wish)  that  you  equally  reject  that  note  with  the  fourth  and  sixth.  As  for 
the  dispute  between  ***  and  ***,  I  confess  I  think  the  terms  eleventh  and 
thirteenth  very  useless;  and  it  is  worthy  of  remark,  that  while  the  theorists 
are  disputing  about  'words,  you,  as  a  practical  writer,  clearly  shew  that 
neither  of  those  chords  are  ever  used  as  Rameau,  Marpurg,  &c.  have  given 
them.  There  are  some  instances  (Padre  Martini  Saggio  di  Contrappunto 
I.  142)  where  the  suspended  fourth  may  have  a  third  with  it,  as  in  the" 
adjoined  example  from  Costanza  Porta.  But  this  is  very 
different  from  the  construction  of  chords  by  thirds,  till 
the  whole  scale  of  music  is  exhausted,  a  principle  in  which 
further  than  the  ninth  (and  that  only  on  the  dominant) 
I  have  not  seen  any  reason  to  believe.  May  I  not  venture  to 
assert  that  the  eleventh,  except  as  a  suspension  of  the  ^,  has  no  existence, 
or  that  (in  other  words)  it  cannot  be  found  as  an  integral  part  of  harmony, 
combined  in  six  real  parts,  which  the  followers  of  Rameau  assert.  You  have 
very  judiciously  given  the  thirteenth  as  it  really  exists,  under  the  form  |., 
which,  when  reduced  to  its  foundation,  is  nothing  more  than  the  dominant 
harmony  with  a  f  taken  upon  a  pedal  key  note,  in  which  combination  I 
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suspect  tlie  third  would  be  rather  an  unwelcome  visitor.  I  have  not  yet  sejeu 
any  convincing  reason  to  prove  that  the  eleventh  and  thirteenth  are  neces- 
sary in  any  system,  and  therefore,  with  ***,  I  at  present  reject  them,  but 
not  wholly  on  the  same  ground,  as  you  will  hereafter  perceive. 

"  Pepusch's  treatise  contains  the  substance  of  these  doctrines,  and  that 
book  every  Englishman  ought  to  consider  as  his  manual.  The  following 
extracts  are  from  the  celebrated  Gradus  ad  Parnassum,  p.  131.  quoted  by 
P.  Martini  above. 

"  I  remain, 

"  Dear  Sir, 

"  Yours  sincerely.** 


*'  If  these  are  not  fair  suspensions,  I  am  much  mistaken. 

"  My  dear  Mr.  S. ; 
"  Your  ready,  cordial,'  and  intelligent  reply  to  my  bit  of  a  note  has  com- 
forted my  old  bones,  and  again  interested  me  in  zeal  for  the  perfection  and 
honour  of  our  art.  I  had  so  totally  given  up  the  world  and  its  vanities, 
that  I  perused  no  books  of  science  or  difficult  comprehension,  confining  my 
reading  to  works  of  amusement,  in  order  to  keep  off  the  foul  fiend,  reflection 
on  self,  infirmities  and  complaint  incident  to  my  time  of  life  ;  so  that  if  my 
sufferings  are  not  excruciating,  I  forget  them,  and  like  a  true  good  boy, 
7n'md  my  book. 

"  And  are  you  going  to  our  dear  worthy  friend,  I  hope 

he  need  not  now  be  told  that  I  have  long  not  only  admired  his  wonderful 
abilities  on  his  instrument,  but  loved  him  as  a  man  of  the  most  ready  wit 
and  friendly  disposition  I  have  ever  known,  and  all  en  badinant,  as  thoff 
he  were  hoaxing  a  body.  The  last  time  I  heard  him  on  the  violoncello, 
just  before  I  totally  immured  myself,  I  perceived  he  had  changed  his  style, 
and  played  the  slow  movements  with  a  feeling  and  expression  that  melted 
with  delight  every  hearer  of  sensibility. 

"  I  this  morning  had  your  "  Introduction  to  Harmony,"  looked  out  to 
take  a  peep  at  it  in  bed,  for  it  is  so  long  since  I  have  opened  a  musical 
work  of  study;  but  having  peeped,  I  will  now  venture  to  aver,  I  never  did 
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open  a  book  of  the  kind  so  replete  with  practical,  useful,  and  elegant 
examples  of  composition,  in  the  best  taste  and  style  of  the  present  times, 
not  confined  to  one  species  of  instrument  or  voice,  but  to  all  that  are  in  ge- 
neral use  throughout  Europe.  And  so  God  bless  you,  my  dear  Mr.  S.,  and 
incline  your  heart  to  believe  that  I  am  yours,  with  sincere  regard  and  affec- 
tion, 

"  P.S.  After  reading  your  prospectus,  a  certain  vecchiaccio  dotterato 
della  musica  offers  this  advice : — Feed  not  the  hungry  appetite  of  envy 
with  omissions,  but  let  your  improvements  consist  entirely  of  additions;  for 
there  is  a  biped  (man  I  cannot  call  him),  who  endeavours  to  increase  the 
sale  of  his  own  productions,  by  depreciating  those  of  his  contemporaries,'* 


A  promise  was  given  (in  a  crowded  page)  of  a  further  description  of  an 
effective  instrument,  which  cannot  be  more  fully  detailed  than  by  the  in- 
ventor's advertisement. — "  E  gia  molto  tempo,  che  da  tutte  le  piu  colte 
nazioni  d'Europa  si  e  tentato  di  costrurre  un  Cembalo,  che  sostenesse  la 
voce,  ma  sino  ad  ora  non  si  sa,  che  sia  stato  meritevolmente  eseguito.  II 
signor  Maestro  di  Capella  Anselmo  Montu  e  giunto  ad  inventarne,  e  farne 
uno,  il  quale  sostiene,  cresce,  e  diminuisce  la  voce,  secondoche  esigono  gli 
accidenti  della  musica  per  esprimere  le  varie  idee,  e  gli  affetti  dell'  animo,  e 
tal  Cembalo  e  composto  di  sedici  istromenti,  cio  e  undici  violini,  e  cinque 
bassi,  che  ne  formano  tutta  I'estensione:  egli  lo  chiama  il  Cembalo  espres- 
sivo,  ossia  il  violino  armonico,  per  che  si  suona  coll*  arco,  e  la  sua  voce  e  di 
violino,  il  quale  forma  una  nuova,  grata,  sonora  e  dilettevole  armonia." 
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The  obliging  Maestro  amused  me  chiefly  with  his  extemporising  faculty.  But  a  lesson 
being  placed  upon  his  music-desk,  which  I  had  often  listened  to  Avith  rapturous  as- 
tonishment ;  (having  heard  it  repeatedly  expressed  by  the  brilliant  finger  of  its  com- 
poser, who  is  universally  allowed  to  have  formed  that  school  which  exalted  the  style  of 
piano  forte  music  in  our  country),  I  entreated  him,  and  successfully,  to  convince  me 
that  the  lights  and  shades  in  that  composition  might  be  harmonized  upon  his  cembalo 
which  he  executed  most  effectually  ;  for  the  buono  mano  and  dolce  maniera  were  con- 
spicuous in  their  proper  places  ;  on  which  account  I  have  often  regretted  that  a  similar 
instrument,  for  which  I  bargained  with  its  ingenious  inventor,  never  reached  England, 
where  it  would  have  been  improved  by  an  artist  who  was  then  an  honour  to  human 
nature,  and  whose  death  taught  many  as  well  as  myself  to  feel  the  loss  of  a  liberal 
friend  !  "  He  was  one  of  the  noblest  works  of  God, — he  was  an  honest  man." 

It  would  have  been  an  unpardonable  omission  not  to  have  mentioned  the  Maestro 
Anselmo  Montu's  effective  method  of  accompanying  a  young  female  Sardian  while  she 
was  singing  sweetly  a  national  ballad.  It  was  not  with  that  too  fashionable  arpeggio, 
but  with  a  dispersed  melody  different  from  the  voice  part,  yet  supporting  without 
stunning  it.  Here  I  cannot  avoid  expressing  a  hope  that  some  of  our  best  composers 
may  adopt  the  same  mode  occasionally,  for  that  I  am  not  singular  in  my  preference 
will  be  made  evident  by  a  quotation  from  an  author,  who  will  have  every  claim  to  natural 
originality,  if  we  may  except  the  copying  his  master,  who  was  bis  father.  "  It  may  be 
confessed  that  an  accompaniment  altogether  independent  of  the  voice  will,  to  the 
singer  (who  is  also  to  accompany)  require  some  previous  practice  ;  but  let  him  hope  that 
while  the  elaborate  and  almost  insurmountable  difficulties  of  modern  piano  forte  music  is 
vanquished  by  perseverance,  that  the  forcible  and  more  natural  claims  of  vocal  skill  will 
not  be  overlooked.  It  is  only  from  repetition  that  novelty,  generally  speaking,  how- 
ever excellent  it  may  be,  will  find  its  way  to  the  understanding  or  the  heart." 

Retraction,  directed  by  conwintinn,  ion  nere-snary  evpositinn;  I  therefore  acknowledge 

that  I  erred  greatly  when  I  supposed  that  this  work  might  comprise  the  beauties  of  our 
resident  composers;  for  having  filled  many  sheets  with  them,  the  revisal  convinced  me 
that  their  republication  might  be  followed  by  prosecutions  or  injuries  ;  in  consequence 
of  which  I  have  only  retained  those  which  were  extracted  from  original  MSS.,  expired 
copyrights,  and  foreign  productions. 

I  am  Hkewise  apprehensive  that  I  may  appear,  in  some  of  my  accommodating  pages, 
to  be  an  advocate  for  the  abolition  of  the  tenor  cliff;  I  will  therefore  make  the  amende 
honorable,  by  the  insertion  of  a  paragraph  written  by  an  organist,  whose  compositions 
and  performances  cannot  be  imitated  but  by  superior  excellence. 

*'  It  was  suggested  that  it  would  be  better  to  publish  all  the  vocal  parts  (except  the 
bass)  in  the  treble  clef;  but  as  I  consider  this  practice  as  an  innovation,  I  was  unwilling  to 
afford  an  additional  example  of  an  erroneous  custom  that  has  already  become  but  too  pre- 
valent. The  treble  clef,  when  applied  to  the  counter  tenor  and  tenor  parts,  does  not  in- 
dicate the  real  or  true  notes  that  are  required  to  be  sung,  the  C  clef  does,  and  I  trust 
therefore  that  no  apology  is  necessary  on  my  part,  for  preferring  truth  to  falsehood,  or 
that  which  is  proper  to  that  which  is  improper." 

Should  the  above  judicious  remarks  induce  a  few  patient  English  ladies  to  include  a 
universal  knowledge  of  cliffs  in  the  adopted  foreign  fashions,  the  laudable  example 
might  benefit  many  followers. 

I  have  appropriated  a  large  portion  of  this  work  to  vocal  harmony,  because  the  best 
part  of  it  may  be  old,  but  never  can  be  obsolete.  This  opinion  I  will  back  with  a  pas- 
sage in  an  Historical  Enquiry,  respecting  the  performance  on  the  harp  in  the  Highlands 
of  Scotland,  drawn  up  by  an  author,  whose  various  productions  have  proclaimed  his 
useful  erudition  and  didactic  powers,  and  who  never  lessened  their  consequence  by 
quoting  falsehood. 

*'  It  was  on  a  lute  of  the  smaller  size  that  Queen  Mary  used,  for  the  most  part,  to 
accompany  her  songs.  The  accompHshed  ladies,  and  even  gentlemen  of  that  period, 
could  sing  a  part  of  madrigals,  and  other  vocal  compositions  of  four  parts,  at  sight ;  and 
many  of  the  excellent  vocal  compositions  in  three  and  four  parts,  of  that  period,  ar«. 
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still  sung  •with  pleasure  in  England,  and  are  among  the  most  diflScult  and  intricate  mu- 
sic of  that  description,  that  is  sung  at  this  day.  Queen  Mary's  private  concert  consisted 
chiefly  of  music  of  this  kind. 

*'  Queen  Mary  had  three  valets,  who  sung  three  parts,  and  she  wanted  a  person  to 
sing  a  bass  or  fourth  part.  David  Rizzio,  who  had  come  to  France  with  the  ambassador 
of  Savoy,  was  recommended  as  one  fit  to  make  the  fourth  in  concert,  and  thus  he  was 
drawn  in  to  sing  sometimes  with  the  rest ;  and  afterwards,  when  her  French  secretary 
retired  himself  to  France,  this  David  obtained  the  said  office." 

The  harmony  of  a  well  arranged  score  is  the  picture  which  charms  the  mind  of  a  well 
educated  musician,  who  appreciates  and  feels  all  its  beauties  during  his  silent  admira- 
tion !  But  the  ear  must  have  been  previously  formed  to  the  true  intonation,  and  the 
eye  to  the  accurate  perception  of  harmonious  combinations. 

When  practical  musicians  are  capable  of  reasoning  in  a  philosophical  manner,  their 
science  greatly  adds  to  the  respectability  of  the  art ;  I  therefore  felt  an  elevation  of  my 
profession  while  I  was  transcribing  part  of  an  excellent  commentary  for  this  article,  be- 
cause it  is  the  production  of  a  learned  graduate  in  music. 

*^  As  the  colours  of  the  painter  would  not  present  any  picture  to  the  eye,  unless  art- 
fully disposed  upon  his  canvass,  so  the  light  reflected  by  the  picture,  if  not  refracted  by 
the  visual  humours,  would  be  unintelligible  to  the  mind  ;  in  like  manner  as  the  sounds 
of  a  musician  would  be  without  meaning  to  the  ear,  unless  they  were  reduced  to  modu- 
lated harmonies,  so  would  the  harmonies  be  unfelt  by  the  mind,  if  not  modified  by  the 
mazy  channels  of  the  ear.  And  again,  both  the  picture  and  the  music  would  be  unim- 
pressive to  the  senses,  if  the  senses  were  not  in  communication  with  the  mind.  Sensations 
then  are  composed  of  sensuality  and  intellectuality.  And  as  without  mind  the  eye  and 
ear  would  never  have  heard  and  seen,  so  without  the  ear  and  eye  the  mind  would  never 
have  had  the  ideas  of  light  and  sound." 

If  this  book  should  exceed  expertation,  and  prove  the  best  of  its  kind,  I  hope  it  will 
not  continue  to  merit  that  distinction  long ;  for  although  the  necessary  endowments  to 
form  so  great  and  good  a  musical  historian  as  the  one  we  have  recently  lost  may  never 
again  adorn  an  individual,  we  have  still  among  the  living  professors  excellent  lecturers, 
classical  translators,  profound  theorists^  and  didactic  authors,  whose  pens  will  (I  hope) 
be  constantly  employed  to  facilitate  and  extend  the  harmonic  art. 

I  casually  met  a  composer  of  celebrity,  immediately  after  he  had  been  examining  the 
score  of  a  sacred  composition,  the  performance  of  which  he  assured  me  must  delight 
and  astonish  the  musical  world.  Another  professor,  whose  glees  and  songs  are  univer- 
sally admired,  delivered  his  opinion  (of  the  composition  alluded  to)  in  the  following 
words :  "  It  is  most  exquisite  pantomime  music,  but  not  the  least  like  an  oratorio."  I 
have  been  fortunate,  for  I  can  bear  witness  of  its  first  representation;  and  whatever  may 
be  its  disputed  pretensions  to  title  or  merit,  the  conductor,  singers,  and  accompaniers, 
were  highly  entitled  to  unqualified  praise  for  affording  such  a  delicious  treat  to  their 
auditors,  whose  applause  was  hearty  and  unequivocal. 

During  its  attractive  repetitions,  many  enthusiastic  admirers  of  descriptive  originality 
raised  its  chorusses  above  the  sacred  productions  of  the  last  century  ;  while  as  many 
firm  adherents  to  ancient  sublimity  levelled  them  with  the  secular  finales  of  Italian 
operas. 

"  Vain  his  attempts,  who  strives  to  please  them  all." 

I  must  therefore  not  be  dismayed  if  I  shouldHearas  many  critics  acknowledging 
that  I  have  done  my  best,  without  approving  of  my  labours  :  but  should  they  censure 
candidly  and  judiciously,  the  continuation  of  this  work  may  become  more  perfect  than 
the  present  part  of  it ;  for  while  gracious  Providence  grants  me  powers,  and  the  public 
at  large  encourage  my  exertions,  1  will  not  shrink  from  the  performance  of  my  duty. 

FINIS. 


T.  Davison,  Lombard-street, 
Whitefriars,  Loudou. 
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